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ABSTRACT OF THE DISSERTATION

Constructing the Pre-Columbian Past:

Peruvian Paintings of the Inka Dynasty, 1572-1879

by

Janet Garver Stephens
Doctor of Philosophy in Art History
University of California, Los Angeles, 2013

Professor Cecelia F. Klein, Chair

This dissertation examines a genre of art, paintings of the Pre-Columbian Inka
dynasty, that were produced in Peru for three centuries, beginning with the earliest years
of colonial rule and enduring into the first decades following Peru’s independence from
Spain. The genre emerged from the chaos of conquest and is notable for the diversity of
its patronage. The paintings were collected by indigenous descendants of the Pre-
Columbian Inka rulers, the Spanish colonial government, creoles (American-born
Spaniards), and even foreign travelers. Furthermore, paintings of the Inka could be found
in a variety of contexts, both public settings and private spaces, including the homes of
indigenous elites in Cusco, indigenous parish churches in Lima and elsewhere, Lima’s

cabildo (city hall), in the residences of elite creoles, and even in the royal collection in



Madrid, Spain. Because it focuses on understanding the significance paintings of the
Inka accrued in those multiple contexts, the study gives insight into how representations
of the Inka past were used to articulate political, cultural and social identities that were
constantly in flux.

Throughout this study, paintings of the Inka are read in conjunction with other
sources in order to flesh out the discourses with which they intersected. These sources
include: other artworks that are contemporary with the genre; historical documents,
among them colonial accounts of Inka history written from the perspective of indigenous
and European authors, archival documents including legal proceedings and wills, and
traveler’s accounts of Peruvian society.

My study advances how paintings of the Inka provided a historical basis that
legitimized their patrons. Rather than seeking a unified theory of the genre and its
significance, the dissertation highlights how the paintings’ meanings were dependent on
the diversity of their contexts of reception. While, in general, the subject matter and style
of the paintings changed little over time, the period of the paintings’ production was
marked by dramatic historical and political shifts, ranging from the years in which
Spain’s power was being consolidated to those in which Spain’s hold over its Peruvian
territories was in decline. Because paintings of the Inka were a means through which the
paintings’ patrons could locate themselves historically and culturally within Peruvian
society, the implications of the paintings likewise transformed. Paintings of the Inka
could convey their subjects as noble ancestors or defeated enemies. They could uphold

the legitimacy of the Spanish conquest of the Inka or question the limits of Spain’s power.



By focusing on how the paintings created meanings that, in some instances, intersected
and overlapped, while in others were divergent and contradictory, the dissertation
advances understanding into the shifting perceptions of the Pre-Columbian past, and the

vital function of that past in constructing one’s place in the present.
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Chapter 1:
Introduction: Paintings of the Inka Dynasty and the Construction of

History and Identity in Colonial Peru?

Hanging in the Brooklyn Museum’s American Identities installation are six paintings,
part of a larger collection of fourteen, that depict as busts members of the Pre-Columbian
Inka dynastic lineage (Figure 1.1). By the fifteenth century, the Inka, Quechua speakers from
the Cusco valley in the southern Andean highlands, had expanded their control throughout
the Andes, from present-day Ecuador in the north to Chile and Argentina in the south (Figure
1.2). Their empire, which they knew as Tawantinsuyu, endured until the arrival of the
Spaniards in 1532.

Among those six canvases is one depicting the figure of Viracocha, the eighth Sapa
Inka (“unique Inka”) in the ruling lineage.? As with the other figures in the series, he is
depicted naturalistically, his smooth skin shaded to give his features volume and mass, and
circumscribed within an ornate roundel that bears his name and order of succession within in
the lineage (Figure 1.3). Pendant on his forehead is a fringe of red wool, known as a
mascapaycha, which, according to early chroniclers, hung from a diadem of braided
multicolored wool called a llautu.® Here, the fiber diadem, a sign of the Inka’s royalty, has
been replaced by one of gold, analogous to a European crown, a colonial transformation
necessary to better convey ideas of dynastic authority for a colonial audience.* Additionally,

large gold disks, another sign of elite status, pierce his ears.® Finally, Viracocha wears a



tunic (uncu) and mantle (yacolla), Pre-Columbian garments that here have been embellished
with elaborate patterns to conform to colonial tastes.

Paintings of the Inka dynasty were a popular artistic genre that flourished for roughly
three hundred years, from the early years of Peru’s colonial era into the first decades of
independent rule (roughly 1572-1879). As the Museum’s display indicates, the paintings
communicate American identity, more specifically Peruvian identity. This derives in part
from the genre’s singularity. Nowhere else in the colonial Americas was there such a deeply-
rooted interest in memorializing a lineage of Pre-Columbian rulers in the visual arts.® The
paintings convey Peruvian identity as objects, but also and inseparably, through their subject,
the Inka past.

Yet, the Inka past did not represent the same thing for everyone who collected and
displayed the paintings. For various audiences—Spanish, indigenous, and creole (criollo, or
Spaniards born in the Americas)’—paintings of the Inka dynasty promoted multiple
understandings of the Pre-Columbian past for different purposes, and to advance agendas that
were often incompatible. This dissertation examines the conflicting ways paintings of the
Inka dynasty constructed the Pre-Columbian past for multiple audiences, cutting across
ethnic, regional and temporal divides. While poststructuralist theories have demonstrated that
identities are multivalent and fluid, much work remains to be done about the roles of art
objects in negotiating those identities. Identity is not inherent to objects themselves, but is
created through an interplay of the object and the larger historical discourse from which it

emerged and which, in turn, it advanced. By untangling the relationships between the image



and its historical subject matter, we may better understand how the genre advanced

competing group identities.

Paintings of the Inka Dynasty and Questions of Identity in Colonial Peru

In 1980 art historian Teresa Gisbert published Iconografia y mitos indigenas en el
arte, an influential study of indigenous subject matter in the art of colonial Peru that
contained the first analysis of paintings of the Inka dynasty as a unique genre of Peru’s
colonial art.2 She frames her interpretation of the paintings around their role in articulating
identity for Peru’s indigenous community. Her argument expands on a thesis first advanced
by historian John Rowe that the descendants of the Inka living in eighteenth-century Cusco
actively cultivated their Inka identity. According to Rowe, paintings such as portraits of
colonial descendants of the Inka, along with paintings of their ancestors, served as
expressions of pride in the descendants’ Inka heritage, reflecting a kind of Inka nationalism,
or “Inka Renaissance,” that he argues resulted in the 1780 rebellion against the Spanish
colonial administration led by Tupac Amaru.® Although scholars now understand that Tupac
Amaru’s rebellion was rooted in complex economic and political changes that took place in
late colonial Peru, of which a renewed indigenous consciousness was only one, the
interpretation of paintings of the Inka and their colonial descendants in terms of a late revival
of pride in the Inka past remains influential. In that capacity, as expressions of indigenous
pride, paintings of the Inka dynasty have been included in a number of recent museum

exhibitions that introduced Latin America’s colonial art to audiences throughout the world.*



The emphasis on paintings of the Inka dynasty as expressions of indigenous identity,
however, is too narrow; there has been less investigation of the genre as an expression of
other identities in Peru’s colonial society. Stepping into that gap, Luis Eduardo Wuffarden,
along with Gustavo Buntinx, has expanded the concept of the “Inka Renaissance” to
acknowledge that during the eighteenth century creoles also began to express pride in the
Inka past as a proto-nationalist sentiment.'* Their important analysis of a type of composition
that fused the Inka dynasty with that of the Spanish kings as a single ruling lineage of Peru
shows that the paintings supported the interests of both creole elites and their indigenous
counterparts, allowing them to express a unique and noble heritage for Peru in order to stake
their claim to status in colonial society. Those shared aims that Wuffarden and Buntinx
describe, however, existed only at a fleeting historical moment. For neither creoles nor the
indigenous elite did their relationship to the genre remain static over the three centuries of its
popularity. While paintings of the Inka dynasty were as important for the creole imaginary as
they were for that of the indigenous population, it is also pertinent to address the differences
in those groups’ relationship to pictorial construction of the Pre-Columbian past as well as
the intersections.

Although the gquestion of the paintings as expressions of pride in the Inka past as a
foundation for group identities has been at the forefront of studies of the genre, Juan Carlos
Estenssoro Fuchs has cautioned that paintings of the Inka dynasty did not in all cases
cultivate an autonomous identity, whether for creoles or indigenes. Focusing on the image of
the Inka broadly as a pictorial symbol, rather than on the genre of paintings of the Inka

dynasty in particular, he focusses on political dimensions to the various representations of the



Inka. Estensorro notes the role of Spanish institutions in defining the Inka for a colonial
audience, and is keenly interested in how the image of the Inka was used to promote Spanish
interests. Addressing the multiethnic environment in which the objects circulated, he argues
that “the image of the Inca will be central in the symbolic conflicts in Peru between Indians,
caciques, encomenderos, and functionaries of the crown and church. This centrality has in no
case its origin in the crystallization of an indigenous identity; very much the opposite, it is
the metropolitan power and its representatives who choose the most important elements of
the visual repertoire that will enter into dispute.”!?

Emphasizing the Inka as a symbol that advanced metropolitan power rather than a
symbol of indigenous identity, Estenssoro builds on Thomas Cummins’ earlier critique of
John Rowe’s idea that paintings were part of a revival of Inka culture.’® Both scholars are
correct that the Inka was a viable subject in Peru’s colonial art only in so far as it could
function in a European manner, on both visual and symbolic levels.** Colonial portraits of the
descendants of the Inka, which, as Carolyn Dean notes, must be understood as a subcategory
of the genre of Inka dynastic images, have little connection to Inka pictorial practices, as
Cummins points out.!® Rather, those paintings appropriate a European form (portraiture) and
technique (oil painting on canvas), complicating an identification of the paintings with
notions of cultural revival. Furthermore, paintings of the Inka’s colonial descendants
represent an elite status that was recognized and codified by Spanish law, and was a result of
the descendants of the Inka in Cusco decision to profess allegiance to Spain. He thus
concludes that the paintings reveal the cooptation of colonial indigenous elites by Spanish

systems, rather than their independence.®



Cummins’ and Estenssoro’s critiques are a vital reminder that expressions of
indigenous identity should not automatically be assumed to be subversive, but often were
accepted and even at times promoted by colonial authorities. Still, while Spain may have
provided the visual language for representing the Inka, we should not mistake that
appropriation with absolute control by the metropolitan power. As Carolyn Dean and Marie
Timberlake have decisively demonstrated, descendants of the Inka in the former Inka
imperial capital of Cusco used representations of the Inka, in both pictures and performance,
to effectively advance their own interests within proscribed boundaries.!’ This dissertation
reaffirms that although the genre had its origins in visual appropriation of European pictorial
models, on the one hand, and that Spain attempted to control the narrative of conquest and to
justify their colonial project, on the other, Spain was never able to fully contain the paintings’
meaning. If the meaning of the Inka could not be controlled by a single group, what
messages did paintings of the Inka dynasty convey to their various audiences?

The insights of the scholars cited above provide the foundation for my own
investigations of the genre of paintings of the Inka dynasty as a strategy for providing a
historical foundation for multiple, complex, and often contradictory identities in Peru’s
colonial society. | do not seek to find a single, immutable interpretation for the genre.
Rather, because the genre responded variously to the needs of Peru’s diverse populations, the
identities the paintings articulated could never be unified. While for some patrons,
particularly the descendants of the Inka living in Cusco, paintings of the Inka dynasty
conveyed an identity rooted in personal, family genealogies, for others—for example creoles

in eighteenth-century Lima—the identity the paintings visualized was tied to a genealogy of



place, the Viceroyalty and later the nation of Peru. These identities were always fluid and
contingent, shaped by ever changing circumstances. No one identity articulated by the genre
should be understood as more meaningful than another. Paintings of the Inka dynasty were
always crucial to attempts to legitimize a people’s present through the lens of history. By
acknowledging and probing the disunity of meanings we can gain greater insight into some

of the roles played by visual images in the construction of identity.

Paintings of the Inka Dynasty as Document

Because the paintings were agents in the process of constructing identity and had
value as an authoritative documents, the nature of their documentary value needs to be
addressed. The paintings’ depictions of naturalistic physiognomies, along with the continued
depictions of items of Pre-Columbian dress, which can be seen in the Brooklyn Museum
painting of Viracocha, for example, impart a sense of authenticity to the figures. The
paintings are frequently described as “portraits,” a specific category in western art history
that suggests a direct and accurate representation of the subject’s appearance.’® Yet as
naturalistic portraiture was not practiced by the Inka before the Spanish conquest of the
Andes, none of the colonial portraits of the Pre-Columbian rulers resulted from a true
likeness of the sitter made during his lifetime. In fact, the paintings make little attempt to
render an individualized physiognomy.

Use of the term portrait is not misapplied by modern scholars as it was frequently
used to describe the paintings during the colonial period. In an attempt to explain the

seemingly inappropriate description of the paintings as portraits, Dean notes that they are



principally “portraits” of costume and accoutrements rather than individuals.'® Indeed, the
artists of the colonial paintings paid greater attention to the costume than to the figures, and
much of the costume depicts actual elements of Pre-Columbian Inka dress in spite of the
intervening years of colonial rule and suppression.

Dean’s comment about the attention to costume and accoutrement points to the
genre’s connections to European books of images of costumes and customs, used to
document the curiosities of ethnic dress, which were a precursor to later, more scientific,
ethnographic images. When it comes to the genre under discussion, portrait and ethnographic
document are overlapping categories. Although paintings of the Inka dynasty do not present a
direct representation of the subject’s physiognomy, the naturalistic style, along with the
inclusion of Pre-Columbian dress, imparts a truth value that was always fundamental to their
operation. Whether described as portraits or ethnographic images, the paintings’ form, in
addition to their content, resulted in the genre’s operation as a type of document which
allowed it to function as visual substantiation of some larger historical fact.

While both portraiture and ethnographic image are categories that convey specific
types of documentary knowledge—that is, they are both accepted as a visual proof of a
verifiable reality—our own postmodern understanding of the image as a construct makes it
easy to forget that for their colonial audiences, paintings of the Inka could operate as
unmediated historical documents. For instance, in 1603 descendants of the former Inka rulers
living in Cusco had petitioned the court to recognize their rights as nobles. The mestizo
writer Garcilaso de la Vega, himself a descendant of an Inka noblewoman and a Spanish

conquistador who was then living in Spain and acting as representative for the descendants of



the Inka in Cusco, wrote that along with legal documents descendants of the Inka sent a
painting displaying portraits of their ancestors in the form of a genealogical tree “for clearer
proof and demonstration” of their claims.?’ In 1572, Viceroy Francisco de Toledo
commissioned a set of paintings of the Pre-Columbian Inka rulers. In his letter to King
Philip 11, he stated that he hoped the paintings would be transformed into fine tapestries “so
that the truth they contain may remain eternal.”?! Paintings of the Inka were more than mere
images, they were artworks understood as fundamentally connected to a certain kind of truth
value, which made them powerful and effective in advancing their patron’s agendas.

Thus it is impossible to understand how the genre constructed identity without also
being attuned to the operation of the image as a document. Both the meaning of the Inka past
and the medium through which the genre expressed that past—that is, the painted image—
underwent significant changes throughout the three hundred years of the genre’s production.
This question of how the shifting value of the image as a historical document conditioned the

limits of the paintings’ interpretations has been a crucial lacuna in studies of the genre.

Paintings of the Inka Dynasty and the Construction of History

Although paintings of the Inka dynasty initially gained authority as purportedly
objective records of Pre-Columbian history that were accepted as truthful by both colonial
Andeans and Europeans, the dynastic history of the Inka is not clear cut. The Spaniards who
chronicled Inka after the conquest present accounts that differ in key ways. Although the
earliest chronicles are not always in agreement about the name and number of the Pre-

Columbian Inka rulers, they do generally agree on the broad contours of Inka life and



society. Several historians, most notably Rowe, have culled those accounts to attempt to
standardize, as much as is possible, a chronology of the Inka and their accomplishments.??
They have not, however, taken the Spanish histories of the Inka at face value and they have
recognized that many of the stories recounted have mythical dimensions. For example, the
founder of the Inka dynasty, Manco Capac, and many of its earliest rulers are generally
agreed to be legendary figures.

In contrast to the historicist approach is that based on structural anthropology. Its
adherents, seminally and most prominently R. Tom Zuidema, argue that the Spaniards
fundamentally misunderstood the stories told to them by the descendants of the Inka,
transforming descriptions of social structures and organization into in a linear genealogy that
is fundamentally incorrect.?® Scholars of the structuralist school have proposed that the Inka
had no single head of state but rather that the government was a diarchy headed by two co-
rulers, each representing one of the two moieties known to the Inka as hanan (upper) and
hurin (lower).2* While there can be no doubt of the many errors, omissions and
misunderstandings of the Spanish chroniclers, my own readings of those chronicles and their
modern interpretations has led me to conclude that the Inka did have a sense of themselves as
a historical entity under the authority of a single ruler, although that system no doubt differed
significantly from European models. Still, the structuralist position highlights a theme that is
central to the present study: that the person who records history does not do so from a
disinterested position, but rather opens up to manipulation the versions they construct in

order to advance certain agendas. In the colonial Andes, history was political.
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From the initial moments of European presence in the Andes, Inka history was
wielded by different groups to promote the agendas of those who were able to control its
narrative. According to one version of the Inka origin myth, the Inka founding couple,
Manco Capac and Mama Huaco, and their siblings emerged from a cave called Tambotoco,
located at a place called Pacarigtambo. Gary Urton has documented how a town outside of
Cusco became identified as the Pacariqtambo of Inka mythology through the efforts of the
Callapifia family, local elites who used that claim to present themselves as the direct heirs to
the founding couple deserving of special status within the emergent colonial order.> While
there is no documentation to indicate that the Callapifias owned paintings of the Inka
dynasty, such images served to support similar claims among the indigenous elites in Cusco,
at the same time that Spaniards and creoles found them useful visual tools to promote their

own, albeit different, agendas.

Paintings of the Inka Dynasty and the Culture of the Contact Zone

Recent trends in analyzing paintings of the Inka dynasty beyond the narrow context
of the indigenous community are the result of a broadening interest by scholars in the
complexities of colonial societies. Instead of merely focusing on the colonial opposition of
the colonizer and colonized, it has become clear that colonial societies were composed of a
great variety of subjectivities that lie in between those two polarities. Moreover, those
subjectivities are themselves unstable.

Pitting the colonizer, or metropolitan authority, against the colonized, or indigenous

population, fixes those identities in absolute terms and denies the ways in which both

11



colonizer and colonized were shaped by colonial space. Cummins has pointed out that similar
paintings would have been understood differently by audiences in Peru’s two centers of
colonial power, Cusco and Lima, because Inka history was physically and visibly embedded
in the foundations of Cusco’s colonial structures, whereas it was not in the viceregal
capital.?® It is not just that the location furnished a different physical context for reception,
however, but that those locations produced different social spaces. Cusco’s legacy as the
imperial capital of the Inka affected daily life in that colonial city, which was the not the case
in Lima or other Andean cities. In Cusco, the Inka past shaped daily life and conditioned the
experience of all its citizens, whether or not they took direct, personal ownership of that past.
As a colonial society, Peru was a space constituted by interaction, rather than one that
was merely acted upon. That recognition underlies recent attempt to re-conceptualize
colonial spaces as “border spaces” or “contact zones.” Mary Louise Pratt uses the idea of a
contact zone to draw attention to “the interactive, improvisational dimensions of colonial
encounters so easily ignored or suppressed by diffusionist accounts of conquest and
domination,” and to “emphasize how subjects are constituted in and by their relations to each
other.”?” Walter Mignolo similarly reframes colonial Latin America through the lens of the
border as a space that produced new epistemologies while fracturing those of Europe.?® The
models of contact zones and borders highlight colonial spaces as unstable and
improvisational, as being constantly reshaped by internal and external forces. Peru’s colonial
culture was created out of the intersection of Andeans and Europeans, but it was constantly

reformulated thereafter. That reality calls attention to the limitations of a strict dichotomy of
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colonizer and colonized by insisting that colonial spaces are productive of new identities,
subjectivities, and ways of thinking.

Drawing attention to the instability of colonial spaces allows us to conceive of the
multiple subjectivities produced in colonial Peru that frequently have been overlooked in
favor of exclusive interest in indigenous responses to European colonial authority.
Postcolonial theory drew needed attention to the indigenous response to western cultural
domination, but it can also marginalize Latin America’s colonial experience by precluding
recognition of identities outside of the European colonizer/indigenous colonized
dichotomy.?® | am speaking primarily about the large segments of Peru’s colonial population
that are categorized as mestizo and creole, although it should be kept in mind that immigrants
from Asia and slaves brought from Africa also entered the mix, complicating a simple
understanding of what constituted the “Other” in colonial Peru. Mestizos, those of mixed
indigenous and European descent, and European creoles composed a significant segment of
colonial society, but have remained on the margins of studies of Peru’s colonial arts. They do
not, however, represent clear-cut racial or ethnic categories.*

Neither creoles nor mestizos were securely positioned within the colonial hierarchy.
Spanish Peru was organized legally according to a two republic model, which was composed
of a “republic of Spaniards” and a “republic of Indians,” and socially by a racial caste
system. The two republic legal system, in which the indigenous population was subject to
different laws and regulations, was set up to prevent abuse of the indigenous population by
removing it from the direct authority of Spaniards. Although nominally self-governing, the

relationship between the republics was not one of equals, and indigenous elites could obtain
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no role in the administrative structure of the more important republic of Spaniards. Mestizos
and creoles were incorporated into the republic of Spaniards but were considered second
class citizens relative to peninsulares (peninsulars), “true Spaniards,” so determined because
they had been born on the Iberian Peninsula. Creoles were socially and culturally
marginalized, and their status as secondary to immigrants from Spain was a key factor in
fomenting dissent against Spain and spearheading the nineteenth-century wars for
independence.®! Mestizos, because of their impure racial origins, were positioned even more
precariously. For upper class mestizos, especially in Cusco, it could be advantageous to
identify as indigenous in order to obtain a representative voice in the republic of Indians,
rather than occupy a subordinate position within the republic of Spaniards.3

Although they were European by blood, creoles should not be understood as
“colonizers” in the same ways as were peninsulares. Noting that it was the creoles who led
the independence movement, which little altered the lives of the indigenous population, J.
Jorge Klor de Alva has argued that postcoloniality is a misnomer when applied to the Latin
American experience because there the end of colonial rule was not accompanied by a
decolonization of ethnic power relations.®® While Klor de Alva’s critique is valuable for
highlighting how distinct historical and social conditions in Latin America problematize an
uncritical use of postcolonial theoretical models, it fixes the European/indigenous dichotomy
as the focus of colonial studies. Recent studies have emphasized that the uniqueness of the
Latin American experience is not a reason to deny the utility of postcolonial theoretical
models; rather it provides the opportunity to engage their nuances, and to probe the unusual

position of creoles, especially, as both agents and subjects of colonial authority.3*
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Paintings of the Inka Dynasty and the End of Colonial Rule

Previous studies have held that production of paintings of the Inka dynasty ceased in
the aftermath of the Tupac Amaru revolt, or Great Rebellion, in 1780. As Natalia Majluf has
shown, however, dynastic paintings of the Inka continued to be produced into the early
Republican period (1824-1879), their post-colonial popularity peaking around 1850.%° Yet
those later productions have been treated as distinct from the colonial genre. |, too, began
this project with the intention to examine paintings of the Inka dynasty as a genre of colonial
art; however, it quickly became apparent that my analysis could not be contained within that
chronological framework. Both colonial and early Republican period paintings of the Inka
dynasty must be understood as part of the same pictorial tradition. The nineteenth-century
examples respond to those produced during the colonial era; the colonial and Republican
paintings cannot be understood in isolation.

Indeed, few paintings can be securely dated to the colonial period. This is not because
the paintings were an insignificant part of colonial visual culture, as archival documents cited
throughout this dissertation attest. Thus, their limited survival into the present day is a
significant issue, both for a study of them as a colonial genre and as a problem of circulation
in its own right.

The most common explanation for their lack of preservation has been that the
paintings were destroyed by the colonial government as a direct result of Tupac Amaru’s
Great Rebellion. Tupac Amaru (or Tupac Amaru Il), born José Gabriel Condorcanqui, was

the kuraka (hereditary indigenous leader) of Pampamarca, Surimana, and Tungasuca, in the
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rural province of Tinta southeast of Cusco. Taking the name of the last Inka ruler Tupa
Amaru, who had been executed by the Spaniards in 1572, Tupac Amaru led an uprising
against the colonial authorities. Tupac is a late colonial variant on Tupa, or Topa. | have
retained the different spellings that were dominant when those individuals were alive as a
means to differentiate the sixteenth-century and eighteenth-century individuals.
Although Tupac Amaru was captured and executed in 1781, the rebellion persisted
until 1783 and, combined with related uprisings in other areas of the Viceroyalty, posed a
serious threat to Spanish control of the Andean highlands. The impetus for Tupac Amaru’s
rebellion is complex, but it had significant and lasting political and cultural consequences.®
José Antonio de Areche, the visitador general (inspector) and a Spaniard who had only
recently arrived in Peru, believed that the rebellion was spurred by memory of the Inka,
which had been not only conserved but also promoted through continued displays of Inka
culture throughout the Viceroyalty. He asserted that Crown policy towards local culture
therefore needed to change, decreeing that:
it is prohibited that the Indians wear heathen clothes, especially those who belong to
the nobility, since it only serves to symbolize those worn by their Inca ancestors,
reminding them of memories which serve no other end than to increase their hatred
towards the dominant nation; not to mention that their appearance is ridiculous and
very little in accordance with the purity of our relics, since they place in different
parts the images of the sun, which was their primary deity; and this prohibition is to
be extended to all the provinces of this southern America, in order to completely
eliminate such clothing, especially those items which represent the bestialities of their
heathen kings through emblems such as the unco, which is a kind of vest; yacollas,
which are very rich blankets or shawls of black velvet or taffeta; the mascaypacha,
which is a circle in the shape of a crown from which they hang a certain emblem of
ancient nobility signified by a tuft or tassel of red-colored alpaca wool, as well as
many other things of this kind and symbolism. All of this shall be proclaimed in
writing in each province, that they should dispose of or surrender to the magistrates

whatever clothing of this kind exists in the province, as well as all the paintings or
likenesses of their Incas which are extremely abundant in the houses of the Indians
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who consider themselves to be nobles and who use them to prove their claims or
boast of their lineage.®” (emphasis mine)

By pointing to paintings of the Inka, Areche acknowledged their prevalence in Peru’s
colonial visual culture, and, as symbols of the Inka past, their potential threat to absolute
Spanish authority. Areche went on to suggest that any paintings of the Inka that were located
in public places should be replaced by portraits of the kings of Spain, underscoring the
authority of the portrait of a royal personage and its codification as a statement of legitimacy.

Scholars have readily assumed that Areche’s orders were carried out. There is little
doubt that paintings of the Inka, along with other objects that recalled the indigenous past,
such as clothing, festival performances, etc., had become suspect in the eyes of the ruling
Spaniards and even wary creoles. Yet, despite some well known incidents, such as the
Archbishop of Cusco Juan Manuel Moscoso y Peralta’s whitewashing of murals of the Inka
at the city’s school for indigenous elites, the Colegio de San Francisco de Borja, there is little
archival documentation attesting to widespread campaigns to destroy contraband objects, or
to end now illegal practices. Paintings of the Inka dynasty remained on public display in
Lima, significantly, in churches with sizeable indigenous congregations.® One could argue
that the small indigenous population in Lima posed little threat, even though Areche’s orders
specify that the prohibition must be universally applied throughout “the southern Americas,”
not just in the indigenous-dominated highlands. A colonial era painting of the Inka can also
be found in Ayacucho, a predominantly indigenous highland town with a history of
rebellions against Spanish authority. It is currently hanging in the convent of San Francisco,
and there is no evidence of which | am aware that it has ever been housed elsewhere,

suggesting that it, too, avoided official scrutiny. Thus if a ban was imposed, its enforcement
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was limited.®® Paintings of the Inka had become part of the fabric of Peruvian life by the end
of the eighteenth century. They could not signify only as an expression of indigenous
identity, or—in the face of rebellion—resistance, and thus did not serve simply as a threat to
Spanish dominance. Although the representatives of metropolitan authority understood the
subversive potential of painted representations of the Inka, because paintings could serve
ends that were not subversive, they were not easily extirpated.

While such a ban on paintings of the Inka provides a neat explanation, other factors
surely played a role as well. The Great Rebellion ushered in a period of social change that
dramatically affected the indigenous elites’ relative standing in colonial society. The Crown’s
attempts to centralize its power, one of the underlying causes for the rebellion, resulted in the
increased marginalization of local elites. With the establishment of a republican society in the
early nineteenth century, the value of a Pre-Columbian royal lineage diminished irrevocably.
How those changes affected the genre and its function with regard to the construction of
identity should be examined. Still, the fact that few paintings of the Inka remain is not clear

proof that they were wiped out in (undocumented) Spanish campaigns of destruction.

Methodology

This dissertation is not intended as a definitive or even a comprehensive study of all
paintings of the Inka dynasty that exist in collections today (see Appendix A for a catalog of
known paintings of the Inka). Rather, its focus is on patronage and reception of the paintings.
There are, unfortunately, few cases where individual patronage can be definitively identified

by supporting archival documentation. It is rarely possible to match specific paintings with
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archival documents, which usually provide no more than a cursory description of the subject.
Furthermore, the provenance of many of the paintings that survive in private and public
collections today is unknown. Wills and inventories of people’s homes that are found in
Peru’s colonial archives, however, along with published descriptions of buildings in Lima
and Cusco by foreign travelers who never failed to point out the expected and desired exotic
and picturesque details, including displays of paintings of the Inka, supply valuable context
for the paintings’ reception. Descriptions of both civic and religious festivals in colonial
cities, where individuals dressed as Pre-Columbian Inka and at times re-enacted the events of
conquest, have proved a valuable resource. Along with other writings from the colonial era—
archival detritus of court cases in which paintings of the Inka were marshaled as evidence,
sometimes as testaments of family lineage, other times in order to question a defendant’s
loyalty to Spain, and colonial literary texts celebrating Peru’s glorious past—they assist in
fleshing out the symbolic meanings the Inka held for various audiences at different historical
moments. Additionally, | have relied on secondary sources and the work of other scholars,
whose exhaustive archival research has provided facts | could otherwise never have known,
as well as their valuable insights into the complex nature of Peru’s colonial society.

Perhaps the most important documents, however, are the paintings themselves.
Paintings of the Inka dynasty vary dramatically in quality, from those whose technical
proficiency suggests the work of a master artist to, more commonly, those that were quickly
produced and are best considered as a form of popular art. As a popular art form, some of
which were no doubt produced in vast quantities by a single workshop, paintings of the Inka

are frequently related to one another as copies and cognates, with popular compositions
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widely disseminated through prints. Those prints themselves could in turn be used as model
for new series of painted canvases. Such is the case with the Brooklyn Museum paintings.
Based on a seventeenth-century print that accompanied a history of Spain’s empire by
Antonio de Herrera y Tordesillas, that print itself was probably based, however loosely, on a
sixteenth-century painting (the print and its probable source are discussed more thoroughly in
Chapters 2 and 3 of this dissertation). However, untangling the web of interconnections
between different paintings of the Inka dynasty is not my principal aim. Furthermore, | do
not address every known painting. | prioritize those which | have been able to see firsthand
during the course of my research, and thereafter those for which I have the best photographic
reproductions. Additionally, because many series are nearly identical, I highlight those whose
differences give insight into a changing understanding of the Inka past as pictorial invention.

The desire to find an original image from which others derived is a concern of our
modern era more so than that of colonial Peruvians; nevertheless, the interest in originality
looms large in many art historical studies related to the genre and is thus threaded throughout
the dissertation. Regardless of their quality, or the originality of the composition, the
paintings are important documents of larger discourses surrounding the Inka in colonial Peru.
In short, the images themselves are primary texts that give insight into colonial structures of
knowledge.

Considering the paintings as a text underscores that the visual arts are a form of
communication rooted in a particular time and place; they are more than just disinterested
aesthetic objects. As a form of visual communication, the paintings are only one component

of a process of signification that mediates between the thing represented and the pictorial
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sign. Semiotic theory allows for examining the mobility of meaning by treating the artwork
as a sign that, while constituted in a specific discursive context, is not fixed. Once created,
the sign functions autonomously and produces its effect on the receiver, who Charles Sanders
Peirce called the interpretant. Peirce’s emphasis on the human agent moves semiotic theory
from an abstract science of signs as objective and unchanging, to stress the importance of the
human context. This necessitates investigation of how signs operate historically and in
specific social settings. For instance, the interpretant, or the sign’s effect on the receiver, is
dependent on the receiver’s position with regards to a discursive field, and is thus potentially
infinitely variable.*® Meaning, then, is not absolute but connected to the context in which it is
viewed. As Mieke Bal and Norman Bryson propose, “works of art are constituted by
different viewers in different ways at different times and places.”*

Recognizing the art object as a sign constituted by its position within a chain of
signification denies the artist the role of absolute creator of a work’s meaning. This is an
advantageous methodological tool when dealing with artistic production in colonial Peru.
Peru’s colonial artists worked in a guild system. Master craftsman employed apprentices who
worked in the master’s workshop and were trained in the master’s style. As a result, the
system was a collaborative one. Few colonial artists signed their works, and few surviving
paintings of the Inka can be identified with a specific artist, complicating the traditional art
historical strategy of studying oeuvres of individual artists. The artist was responsible for
putting in paint the desires of his patron, whether institutional (e.g. the Church) or individual.
This is not to suggest that the production of art did not require the creative faculties of a

skilled artist who could shape the subject according to his or her unique vision. Nor does it
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mean that the knowledge of a specific artist, when known, is of little value for scholarly
interpretation of their works. Rather, the point is that the artist did not have unrestricted
authority in the artistic process and therefore did not alone control meaning. The text, in this
case the painting, emerges from a discursive position, that which Foucault calls the “author
function,” which is shaped, not only by an individual, but by the context(s) in which it was

created and viewed.*

Chapter Breakdown

This study begins by situating the genre within the broader context of Peru’s colonial
art. Paintings of the Inka dynasty are most commonly ascribed to the Cusco School of
colonial painting, however, rarely has this attribution been probed. What is the Cusco School
of painting? How does the genre conform to our expectations of Cusco School painting and
how significant are the connections between the paintings of the Inka dynasty as a genre and
the Cusco School as a distinct style of colonial art? The relationship between them rests
primarily on the presumption of a shared hybridity, that is, the understanding that both genre
and style are a mixture of Andean and European pictorial styles. Hybridity has been a critical
concept in the study of colonial art and therefore what it means in terms of paintings of the
Inka dynasty must be addressed. While both the genre of paintings of the Inka dynasty and
Cusco School style can rightly be termed hybrid productions, I discuss how the focus on their
shared hybridity obscures that the hybridity of each is of a distinct type and responded to

different historical circumstances. Thus, while both are examples of hybrid art, they are not
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hybrid in the same way. By examining those differences, | aim to advance a more specific
understanding of the types of hybridity expressed in paintings of the Inka dynasty.

Thereafter, the chapters are organized according to issues of patronage: ethnic,
regional and temporal. Chapter Three begins with a case study of the first documented
painting of the Inka, commissioned by Viceroy Francisco de Toledo in 1572. As a Spaniard
and avowed defender of Spain’s imperial project, what were Toledo’s motivations for
commissioning a series of paintings of the Inka royal lineage? To answer that question, | look
to the specific historical context of the 1570s when a degree of self-doubt about the nature of
Spain’s ambitions in the Americas was evident to argue that the paintings were
commissioned to reassert Spain’s legitimacy. | then examine pictorial ways in which that
Toledo aimed to communicate his message, and the ways in which that message was lost in
translation.

Toledo’s message of Inka illegitimacy was ultimately ineffective; for Peru’s
indigenous population, paintings of the Inka were used throughout the colonial period as
testaments of noble status and of the rights and privileges it bestowed. Still, Peru’s
indigenous population should not be misconstrued as a monolithic and static entity. The next
three chapters examine paintings of the Inka within the construction of a colonial indigenous
identity, focusing on the carefully controlled identity of the descendants of the Inka in Cusco
and other communities of indigenous elites elsewhere in the Viceroyalty, particularly in
Lima. In Cusco, paintings of the Inka were part of a broader strategy to claim an individual’s
noble status as sefiores naturales (natural lords), an inviolable status recognized by Spanish

law. In contrast, outside of Lima, the value of recognition as a sefior natural was limited,
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which affected the popularity of the paintings, the types of compositions created, and the
messages they articulated. Finally, | examine the much diminished position of the paintings
among Peru’s indigenous population in the aftermath of Peru’s independence from Spain in
1821. Here, | emphasize the changing nature of the political system, that of republican rule,
as an important and overlooked factor in modifying the function of the genre.

Creoles were also important patrons of paintings of the Inka, in both the colonial era
and after independence. Chapter Seven examines the placement of the paintings in the
construction of creole proto-nationalism. The Inka were a source of local pride, however, |
do not focus on their subversive potential, but rather on how the Inka played a role in creole
attempts to position themselves as the most loyal vassals of the Spanish Crown, and of
Spain’s destined future. Yet, even as paintings of the Inka were a way for creoles to express
their loyalty, there remained always the specter that that loyalty was fickle; in the wake of
independence the Inka offered creoles a unique history on which to found their new nation.
While the early nineteenth century witnessed a renewed interest in pictorial depictions of the
Inka past, that boon also held the seeds of the genre’s ultimate demise. The final chapter
examines the intersection of paintings of the Inka, the creole imaginary, and Enlightenment
discourses on culture. The Enlightenment created a new role for the image as a scientific
document; | show the consequences that shift had for creoles” own understandings of those
traditional images. Rather than documents of a glorious past, paintings of the Inka dynasty
came to operate as testaments of the less evolved nature of the Americas.

Paintings of the Inka dynasty did not function identically for all segments of Peruvian

society. Rather, they offered a dynamic and flexible vision of the Pre-Columbian past,
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thereby allowing the genre to enter multiple discourses of legitimacy, and even illegitimacy.
This dissertation takes a broad view of the genre, cutting across temporal and regional
divisions, as well as the ethnic divides that heretofore have been most thoroughly studied. By
doing so, it aims to advance our understanding of how the paintings of the Inka were
intertwined with shifting perceptions of the Pre-Columbian past, ultimately shaping the

construction of identity.
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1 In the dissertation, | employ the spelling “Inka” rather than the more hispanicized “Inca.”
Colonial documents additionally employ the variants “Inga” or “Ynga,” which are not used
by scholars today. When directly quoting other sources, | retain the original spelling used
therein.

2 The most accurate term for the head of the Inka state, “Sapa Inka,” was infrequently used
by colonial Peruvians. Moreover, not once in archival documents are paintings of the Inka
referred to as Sapa Inka, but rather as Inka or Inka kings. For this reason, in this study I will
henceforth refer to the Inka rulers as Inka.

3 Garcilso de la Vega, Royal Commentaries of the Incas and General History of Peru, trans.
Harold V. Livermore (Austin: University of Texas Press, 1966 [1609, 1617]), 198. Bernabé
Cobo informs us that the Inka’s llautu was braided with multiple colors of wool while lesser
nobility wore a llautu of a single color, History of the Inca Empire: An Account of their
Customs and their Origin together with a Treatise on Inca Legends, History and Social
Institutions, trans. Roland Hamilton (Austin: University of Texas Press, 1979 [1653]), 245.
For the colonial period llautu, see Carolyn Dean, Inka Bodies and the Body of Christ: Corpus
Christi in Colonial Cuzco, Peru (Durham N.C.: Duke University Press, 1999), 129-130.

4 Juan Carlos Estenssoro Fuchs, “Construyendo la memoria: la figura del inca y el reino del
Perd, de la conquista a Tapac Amaru I1,” in Los Incas, Reyes del Per( (Lima: Banco de
Crédito, 2005), 112-113.

® Ear spools were not exclusive to the Inka ruler but also were worn by other men of the
noble class, which was composed of ethnic Inka and Inka by privilege. Inka by privilege

were Quechua-speakers from the Cusco area who were allies of the Inka but not descendants
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of the Inka founding couple, Manco Capac and Mama Huaco. The Spaniards referred to the
male nobles as “orejones” (big ears) because the large spools elongated their earlobes. See
John H. Rowe, “Inca Culture at the Time of Spanish Conquest,” in Julian H. Steward, ed.,
Handbook of South American Indians, vol. 2 (Washington, D.C.: United States Government
Printing Office, 1947), 261.

® In Mexico painted codices and lienzos were used well into the colonial era to document
Pre-Columbian lineages for the purpose of securing land rights and privileges, and are a
continuation of Pre-Columbian pictorial practices. In contrast to Peruvian paintings of the
Inka dynasty, those codices and lienzos were not a new pictorial product of colonial rule, and
in general they remained confined to the indigenous community, not to enter into the
common circulation of colonial society. Additionally, while they documented the prominent
families of local communities, none were genealogies of the imperial Aztecs. It was only at
the end of the seventeenth century that the first known depictions of the Aztec rulers were
displayed in Mexico City, in the context of a triumphal arch decorated to celebrate the arrival
of the new Viceroy. Designed by the creole intellectual Carlos de Sigiienza y Gongora, the
temporary monument may have sparked interest in depicting the Pre-Columbian monarchs,
for two paintings of Moteuczoma Il were painted around this time. As artistic subjects,
however, the Aztec dynasty never achieved widespread popularity among a colonial
audience. For Sigiienza y Gongora’s triumphal arch, see David Brading, The First America
(Cambridge: Cambridge University Press, 1991), 362-363. For seventeenth-century paintings
of Moteuczoma, see Joseph Rishel and Suzanne Stantton-Pruitt, eds., The Arts in Latin

America 1492-1820 (Philadelphia: Philadelphia Museum of Art, 2006), 376-377.
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" Creole (criollo), a term used by scholars of colonial Latin America to identify American-
born Spaniards, is a complex social and historical concept. Roughly meaning “native born,”
in its colonial usage it often had derisive connotations. The concept of creole in Latin
America is thus distinct from its English counterpart, “Creole,” which instead emphasizes
cultural and/or linguistic mixing, often in reference to the Caribbean. For a discussion of the
history of the term creole in colonial Latin America, see Anthony Pagden, “ldentity
Formation in Spanish America,” in Nicholas Canny and Anthony Pagden, eds., Colonial
Identity in the Atlantic World 1500-1800 (Princeton: Princeton University press, 1989), 79-
80.

8 Teresa Gisbert, Iconografia y mitos indigenas en el arte, 3rd ed. (La Paz: Gisbert, 2004),
117-146.

% John Rowe, “Colonial Portraits of the Inca Nobles,” in Sol Tax, ed., The Civilization of
Ancient America: Selected Papers of the XXIX International Congress of Americanists
(Chicago: University of Chicago Press, 1951), 256-68; Rowe, “El movimiento nacional inca
del siglo XV1I1,” Revista Universitaria del Cuzco 43, no. 107 (1955): 17-47.

10 For example Converging Cultures (1996), organized by The Brooklyn Museum, which
traveled to the Phoenix Art Museum and the Los Angeles County Museum of Art; Los Siglos
de Oro en los virreinatos de América, 1550-1700 (1999), which was exhibited in the Museo
de Ameérica, Madrid; The Colonial Andes: Tapestries and Silverwork, 1530-1830 (2004) held
at the Metropolitan Museum of Art; The Arts in Latin America 1492-1820 (2006-7),

organized by the Philadelphia Museum of Art, which traveled to the Colegio de San
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Ildefonso, Mexico City, and the Los Angeles County Museum of Art; and Contested Visions
in the Spanish Colonial World (2011), organized by the Los Angeles County Museum of Art.
11 Buntinx and Wuffarden, “Incas y reyes espafioles en la pintura peruana: la estela de
Garcilaso,” Margenes 4, no. 8 (1991): 151-210; Wuffarden, “La descendencia real y el
‘renacimiento inca’ en el virreinato,” in Los Incas, Reyes del Peru (Lima: Banco de Crédito,
2005), 174-251.

12 “por todo ello la imagen del inca sera central en los conflictos simbdlicos en el Per( entre
indios, caciques, encomenderos, funcionarios de la corona e Iglesia. Esa centralidad no tiene
en ningun caso su origen en la cristalizacion de una identidad indigena, muy por el contrario,
es el poder metropolitano y sus represenates quienes eligen los elementos mas importantes
del repertorio visual que entrara en disputa.” Estenssoro, “Construyendo la memoria,” 110.
13 Thomas B. F. Cummins, “We Are the Other: Peruvian Portraits of Colonial kurakakuna,”
in Kenneth J. Andrien and Rolena Adorno, eds., Transatlantic Encounters: Europeans and
Andeans in the Sixteenth Century (Berkeley and Los Angeles: University of California Press,
1991), 203-231.

14 For further discussion of the image of the Inka and the appropriation of European pictorial
norms, see Cummins, “Representation in the Sixteenth Century and the Colonial Image of
the Inca,” in Elizabeth Hill Boone and Walter Mignolo, eds., Writing Without Words:
Alternative Literacies in Mesoamerica and the Andes (Durham: Duke University Press,
1994), 188-210; Thomas B. F. Cummins, “La fabula y el retrato: imagenes tempranas del

inca,” in Los Incas, Reyes del Per( (Lima: Banco de Crédito, 2005), 1-41.
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15 Dean, “Inka Nobles: Portraiture and Paradox in Colonial Peru,” in Donna Pierce, ed.,
Exploring New World Imagery (Denver: Denver Art Museum, 2005), 86.

16 Cummins, “We are the Other”; For a response to Cummins see, Dean, “Inka Nobles.”

17 Dean, Inka Bodies; Dean, “Inka Nobles,” 79-103; Marie Timberlake, “The Painted Image
and the Fabrication of Colonial Andean History: Jesuit and Andean Visions in Conflict in
Matrimonio de Garcia de Loyola con Nusta Beatriz” (Ph.D. dissertation, University of
California, Los Angeles, 2001); Marie Timberlake, “The Painted Colonial Image: Jesuit and
Andean Fabrication of History in Matrimonio Garcia de Loyola con Nusta Beatriz.” Journal
of Medieval and Early Modern Studies, vol. 29, no. 3 (Fall 1999): 563-598.

18 For a deconstruction of the notion of portraiture in Western art, and the relationship
between the subject of the portrait and his/her image, see Richard Brilliant, Portraiture
(Cambridge, MA: Harvard University Press, 1991).

19 Dean, “Inka nobles,” 85.

20 Garcilaso de la Vega, Royal Commentaries of the Inca, 625-626.

2L “que con mas perpetuidad quedase la verdad que en ellos va,” transcribed in Marcos
Jimenez de la Espada, ed., Las memoriales antiguas del Licenciado Montesinos é
informaciones acerca del sefiorio de los ingas (Madrid: Miguel Ginestra, 1882), 258.

22 The classic historicist study is John H. Rowe, “Absolute Chronology in the Andean Area,”
American Antiquity 10, no. 3 (January 1945), 265-284. Among those studies most influential
to my thinking about Inka history are those by Rowe’s former students: Susan Niles, The

Shape of Inka History: Narrative and Architecture in an Andean Empire (lowa City:
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University of lowa Press, 1999); and Catherine Julien, Reading Inca History (lowa City:
University of lowa Press, 2000).

23 R. Tom Zuidema, The Ceque System of Cuzco: the Social Organization of the Capital of
the Inca (Leiden: Brill, 1964).

24 See, for example, Pierre Duviols, “La dinastia de los Incas: ¢ Monarquia o diarquia?
Argumentos heuristicos a favor de una tesis estructurista,” Journal de la Société des
Américanistes 66 (1979): 183-196. Others who take the structuralist position are Franklin
Pease Garcia Yrigoyen, Los cronistas y los Andes (Lima: Instituto Riva Aguero, 1995); and
Maria Rostworowski de Diez Canseco, History of the Inca Realm, trans. Harry B. Iceland
(Cambridge: Cambridge University Press, 1999).

25 Urton, The History of a Myth: Pacarigtambo and the Origin of the Inkas (Austin:
University of Texas Press, 1990).

26Cummins, “A Tale of Two Cities: Cuzco, Lima, and the Construction of Colonial
Representation,” in Diana Fane, ed., Converging Cultures (New York: Harry N. Abrams,
1996), 157-70.

2’Mary Louise Pratt, Imperial Eyes: Travel Writing and Transculturation (London:
Routledge: 1993), 6-7.

28 Mignolo, The Darker Side of the Renaissance: Literacy, Territoriality and Colonialism, 2"
rev. ed., (Ann Arbor: University of Michigan Press, 2005), 475-479.

29 Anne McClintock, “The Angel of Progress: Pitfalls of the Term ‘Post-Colonialism’,”

Social Text, no. 31/32 (1992): 84-98.
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30 Rural and urban divisions continue to play a role in categories of identity in Peru. See
Marisol de la Cadena, Indigenous Mestizos: The Politics of Race and Culture in Cuzco, Peru,
1919-1991 (Durham: Duke University Press, 2000).

31 For a history of tensions between creoles and Spaniards from the conquest to Independence,
see David Brading, The First America.

32 The case of Diego Felipe de Betancur, discussed in Chapter 3, is one such example.
3Jorge Klor de Alva, “The Postcolonization of the (Latin) American Experience: A
Reconsideration of “Colonialism,” “Postcolonialism,” and “Mestizaje”,” in Gyan Prakash,
ed., After Colonialism: Imperial Histories and Postcolonial Displacements (Princeton:
Princeton University Press, 1995), 241-75.

3 For discussion of the debate about Latin America’s position as a postcolonial entity, see
Amaryll Chanady, “The Latin American Postcolonialism Debate in a Comparative Context,”
in Mabel Morafia, Enrique D. Dussel and Carlos A Jauregui, eds., Coloniality at Large
(Durham: Duke University Press, 2008), 417-434; Walter Mignolo, “Colonial and
Postcolonial Discourse: Cultural Critique or Academic Colonialism?” Latin American
Research Review no. 28 (1993): 120-134. For an argument in favor of the consideration of
Latin America’s creoles as post/colonial subjects, see José Antonio Mazzotti, “Creole
Agencies and the (Post)Colonial Debate in Spanish America,” in Mabel Morafia, Enrique D.
Dussel and Carlos A Jauregui, eds., Coloniality at Large (Durham: Duke University Press,
2008), 77-110; and Mario Roberto Morales, “Peripheral Modernity” in Mabel Morafia,
Enrique D. Dussel and Carlos A Jauregui, eds., Coloniality at Large (Durham: Duke

University Press, 2008), 492-450.

32



% Natalia Majluf, “De la rebelion al museo,” in Los Incas, Reyes del Per( (Lima: Banco de
Credito, 2005), 253-3109.

36 For more on the causes of the rebellion, see Steve J. Stern, “The Age of Andean
Insurrection: A Reappraisal,” in Steve J. Stern, ed., Resistance, Rebellion and Consciousness
in the Andean Peasant World, 18" to 20" Centuries (Madison: University of Wisconsin Press,
1987), 34-93; Magnus Morner and Efrain Trelles, “The Test of Causal Interpretations of the
Tapac Amaru Rebellion,” in Steve J. Stern, ed., Resistance, Rebellion and Consciousness in
the Andean Peasant World, 18" to 20™" Centuries (Madison: University of Wisconsin Press,
1987), 94-109; Scarlett O’Phelan Godoy, Un siglo de rebeliones anticoloniales: Peruy
Bolivia, 1700-83 (Cusco: Centro Bartolomé de las Casas, 1988); Ward Stavig, The World of
Tupac Amaru: Conflict, Community and Identity in Colonial Peru (Lincoln: University of
Nebraska Press, 1999); and David Garrett, Shadows of Empire: The Indian Nobility of Cusco,
1750-1825 (Cambridge: Cambridge University Press, 2005), 183-195.

37 José Antonio de Areche, in Orin Starn, Carlos Ivan Degregori and Robin Kirk, eds., The
Peru Reader: History, Culture and Politics (Durham: Duke University Press, 1995), 158-1509.
%80ne prominent example is the painting in the chapel of the Beaterio de Copacabana, which
was devoted to the education of daughters of indigenous elites and home to numerous
indigenous confraternities. Another hung in the Cathedral. It had long been assumed that the
Cathedral was the original location of the painting of the Inka that now hangs there. Recently,
however, Luis Eduardo Wuffarden has discovered that the painting is not mentioned in early
inventories, leading him to suggest that it was installed in 1901 after the Cathedral renovation.

Yet there is no doubt it was painted before the Great Rebellion and was probably on display
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at a different location, perhaps in the chapel of Our Lady of Cocharcas, another indigenous
parish in Lima. See Wuffarden, “La descendenia real,” 240, and Luis Eduardo Wuffarden,
“La catedral de Lima y el triunfo de la pintura,” in La Basilica Catedral de Lima (Lima:
Banco de Crédito, 2004), 280-282.
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Theory of Semiotics (Bloomington: Indiana University Press, 1979), 68-71.
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42 Foucault, “What is an Author?” in Language, Counter-Memory and Practice: Selected
Essays, trans. D. Bouchard and Sherry Simon (Ithaca: Cornell University Press, 1977), 113-

138.
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Chapter 2:

Paintings of the Inka Dynasty, the Cusco School and the Issue of Hybridity

For three hundred years, paintings of the Inka dynasty shaped identities for multiple
audiences in colonial Peru. The genre was a product of that unique and complex
environment, however, as much as it contributed to shaping it. Therefore, before addressing
the ways that the genre aided in the construction of ethnic and regional identities, it is
necessary to first examine the cultural environment from which paintings of the Inka dynasty
emerged. To do so this chapter situates the genre within the context of Peru’s colonial arts,
focusing on two mutually entangled issues: the relationship of the genre to the Cusco School
of painting, and the role of hybridity as a defining feature of colonial arts.

On the rare occasion when paintings of the Inka dynasty have appeared in museum
exhibitions or art historical textbooks, they most often have been included as an example of
Cusco School (or Cusco Circle) painting.! The Cusco School is a specific regional style of
Peruvian Barogue painting known for its synthesis of European and Andean aesthetic
sensibilities.? There is notable overlap between the genre and the style. Still, despite their
many points of intersection, it is important to distinguish the Cusco School, as a style, from
paintings of the Inka dynasty, as a specific genre. The conflation of the two has made it
difficult to address the genre on its own terms and to understand the intricacies of its
reception. Thus my aim here is to address the differences between the Cusco School and

paintings of the Inka dynasty, in particular at the moment of their origin.
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A primary reason that paintings of the Inka have been associated with the Cusco
School is because both are examples of artistic hybridity in colonial Peru. Although I do not
dispute that paintings of the Inka dynasty share with the Cusco School a deeply rooted
hybridity, | propose that they are not hybrid in the same way. Whereas Cusco School
paintings are stylistically hybrid, the hybridity of paintings of the Inka dynasty has as much
to do with the context of their origin as with their formal appearance. The distinct historical
foundations of the genre and the Cusco School required different forms of negotiation
between Andean and European cultures. Thus, while each may be considered hybrid, their
hybridities reflect responses to different needs. By examining the dissimilar contexts in
which paintings of the Inka dynasty and the Cusco School first developed, we gain greater

insight into the wide variety of cultural responses to colonial rule.

What We Talk About When We Talk About Hybridity

The concept of hybridity is an important one with regards to any discussion of Peru’s,
and indeed Latin America’s, colonial art. However, although it is frequently invoked, the
term remains elusive and ambiguous. As Carolyn Dean and Dana Leibsohn stress, the term
hybridity is generally used to describe a recognizable and describable combination of
European and indigenous artistic traits that is visibly apparent in an art object.?

Implicit in any discussion of hybridity in the art of colonial societies are the structures
of power that hybridity reveals. Mixtures in the visual arts of a colonial society necessarily
result from acts of appropriation or imitation. How we are to understand those changes is the

issue. In 1961, George Kubler, for example, drew overdetermined conclusions that colonial
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period changes in the arts of indigenous populations revealed European cultural influence
that was both absolute, so that what remained of the indigenous artworks was devoid of all
meaning, and unidirectional, nothing but the result of the colonized population’s necessary
mimicking of the arts of the dominant culture.*

Yet, as various theorists have since shown, hybridity in colonial cultures is a more
complex culture dynamic than those earliest studies acknowledged. According to the cultural
theorist Homi K. Bhabha, hybridity exposes colonial mimicry as incomplete and therefore
dangerous.® That is, the colonized can never be a perfect copy of the colonizer, which
therefore reveals an essential, unsettling difference that, at the very least, offers the colonized
an opportunity for self-definition, if not outright resistance. In short, in Bhabha’s estimation,
hybridity points to the limits of the colonizer’s control, rather than his absolute domination.
Approached from this angle, hybrid artworks can provide evidence of the resilience of the
colonized population.

If that version of hybridity operates according to an unbridgeable divide between
copy and original, Michael Taussig has instead emphasized the complex chain of mimetic
acts that have taken place between the West and its Other, which are constitutive of
colonialism itself.® For Taussig, mimesis begins at first contact and is the essential medium
for communication and understanding between two disparate populations. Taussig notes that
both sides of the colonial divide engage in acts of mimesis, mimicking the other mimicking
it, thereby producing a complex chain that displaces the very notion of an original act. Yet,
the tendency remains for Europeans to ascribe mimicry to the other, erasing their own

engagement in those mimetic acts, and reinforcing a notion that we create and they imitate.
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Taussig’s analysis does much to problematize that paradigm of primitivism, revealing
mimesis not as a sign of control, or of forcing one culture upon another, but rather as the
space between “in which it is far from easy to say who is the imitator and who is the imitated,
which is copy and which is original.”’

Taussig’s concept of mimesis has important implications for art historical studies
because it suggests that searches for sources, or “originals” that are being “copied,” are not in
every case the best way to understand the underlying dynamics of colonial cultural
production. Indeed, as Taussig points out, the products of that mimesis often carefully mask
the complex interactions from which it arose. Thus we must acknowledge the limits of vision
in attempts to accurately determine the complex cultural mechanics that produce colonial art.
This parallels what Dean and Leibsohn have termed “invisible hybridity,” that is a cultural
mixture that is not always visibly apparent.® They argue that in focusing on the visible aspect
of hybridity, we risk overlooking a more significant cultural mixture that underpins formal
appearances. Taussig’s mimesis does not preclude the hybrid object from enunciating
resistance to the colonizing power, but foregrounds instead the processes by which such
objects and ways of thought come into being, rather than the ends to which they are put. In
exploring those underlying dynamics, he displaces the primacy of the product in favor of the
context of its origination.

The difference between Bhabha’s mimicry and Taussig’s mimesis provides a useful
distinction for understanding the dissimilar hybridities of Cusco School painting and the
genre of Inka dynastic paintings. Whereas Bhabha’s mimicry is attuned more to the visible

surface, and the impossibility of the hybrid object to ever “be” the original, Taussig’s
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mimesis touches on the processes that produced hybrid cultures, which may leave no visible
trace. Thus, whereas the Cusco School style is visibly hybrid, the genre of paintings of the
Inka hides the most important aspects of their hybridity behind the visible surface of the

painting.

Cusco School of Painting and Hybridity

The most prominent example of “visible hybridity” in colonial Andean art is Cusco
School painting, which developed in Cusco and its surrounding area in the late seventeenth
century. It is imprecise simply to designate any painting produced in Cusco and its
surrounding area during the colonial period as “Cusco School.” Scholars have identified
certain characteristics that distinguish the Cusco School style from other regional styles,
including technical features such as the type of canvas, the use of certain pigments, modes of
applying pigment to canvas; and formal features such as the treatment of pictorial space and
the artists’ exploitation of certain surface effects.®

The painting St. Joseph and the Christ Child in the Brooklyn Museum is typical of
Cusco School painting from the late seventeenth and eighteenth-centuries (Figure 2.1).
Filling the center of the canvas is a youthful St. Joseph, who stands facing the viewer, his
right hand grasping that of his divine step-son, his left arm extended, holding a stem of three
white lilies.’° The figures are set in a landscape characterized by a hazy blue cast and somber
mood that suggest the influence of Flemish paintings, great numbers of which were exported
to Spain’s overseas territories.** The anonymous artist did not paint his landscape from direct

observation but copied it from European models, the result being that it is not an accurate
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depiction of the Andean environment. Nevertheless, the artist has added details, such as the
inclusion of colorful tropical birds, that give the painting a local flavor and transform it into
more than a mere reproduction of a European prototype. Other details that mark the Andean
manufacture of the artwork include the Inka-style rope sandals that shod Christ’s feet.

Yet, in spite of the landscape setting, the painting has a distinct planarity. St. Joseph
and the Christ child fill the foreground and are set apart from, rather than integrated into, the
surroundings, giving the sense of two figures standing before a backdrop rather than moving
through a real space. Stylized flowers frame the scene on three sides, disrupting the spatial
illusionism and contributing to the flattening of pictorial space.!? Additionally, the two-
dimensionality of the canvas’ surface is asserted by the heavy use of brocateado, a geometric
gilt patterning applied to the figures’ clothing. Brocateado, although not found in all Cusco
School paintings, is among the most prominent features of the Cusco School style.!® The
designs were applied with stencils to create regular patterns that do not conform to the folds
of the cloth beneath, accentuating the surface’s flatness and providing a foil to the naturalism
of the volumetric, if stiff, drapery.!* That tension between naturalism and stylization is one of
the characteristics of Cusco School painting and gives it much of its distinctive charm.

Cusco School paintings differed from the styles that preceded them. The early history
of painting in the Andes has yet to be fully written and, due to issues of preservation, our
knowledge of it will likely remain incomplete.'® Painters arrived with the earliest European
settlers, but their numbers seem to have remained few in the earliest years of the Viceroyalty.
Unfortunately, their works do not survive in sufficient quantity, preventing any thorough

investigation of their style and appearance.

40



Art played an important role in the spread of Christianity throughout Spain’s
American territories. Prints depicting religious imagery were imported en masse from
Europe.'® Their aim was to provide moral instruction and to promote Catholic doctrine.
Imported prints, along with imported paintings, no doubt served as compositional models
beginning with the earliest expressions of Peru’s colonial art, a function that persisted
throughout the colonial period even as artists increasingly modified those sources to produce
images that responded to local needs.’

The local painting industry began to flourish at the end of the sixteenth century with
the arrival of three influential Europeans. Bernardo Bitti, a Jesuit monk and artist from
Rome, arrived in Lima in 1575. From there, he traveled throughout the Viceroyalty,
including Cusco and the Lake Titicaca region, where canvases painted by him can still be
found. Bitti was perhaps the most prolific painter working in the Andes at the turn of the
seventeenth century, and his paintings, in particular the elegant Madonnas with graceful
gestures and elongated proportions wrapped in garments than hang in angular folds that were
his specialty, exhibit the Mannerist style of the Roman workshops in which he trained
(Figure 2.2). Bitti was followed by Angelino Medoro, who arrived in South America in 1587
and was active in Lima by 1600, and Mateo Pérez de Alesio, who arrived in Peru in 1588.
Like Bitti, Medoro and Pérez de Alesio had trained in Rome and worked in a Mannerist style.
Although neither worked in Cusco, their paintings circulated widely, thus spreading their
influence. Perhaps more importantly, their workshops were crucial spaces for the training of

local artists, whom they employed as assistants. One of Medoro’s disciples, the Lima-born
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Luis de Riafio, set up shop in Cusco, where he undertook his most famous commission, the
murals at the village church of Andahuaylillas.!8

By the mid-seventeenth century, artists in Cusco began to abandon the dominant
Italian style, and Flemish art became increasingly influential. One of the first artists to
champion northern European artistic trends was the indigenous painter Diego Quispe Tito. A
series of late paintings he made for the Cusco Cathedral, known as the Zodiac series,
demonstrates the new taste. The canvases, of which nine survive, show scenes from Christ’s
life and ministry correlated to the cycle of seasons.'® Depictions of the cycles of the seasons
are most common in Northern Europe, and indeed this series was based on engravings
designed by H. Bol in 1585.%° In the canvas for Leo, so indicated by the zodiac sign of the
lion inscribed in the sun in the upper right of the composition, Christ stands in the foreground
as Good Shepherd, carrying one lamb over his shoulder as he looks back to ensure the
wellbeing of the rest of his flock (Figure 2.3). An expansive background opens up behind
him: a village around which other shepherds tend their flocks in the middle ground, and a
larger town in the far background, each ground connected by a zigzagging footpath, along
which move herds of sheep and a mule train taking goods to market. The paintings combine
religious instruction with a scene of quotidian life, suggesting a connection between
Christian morality and economic vibrancy. The buildings that compose the towns are
European in style; the landscape, too, is European. The hazy blue cast, rolling hills and
deciduous trees share little in common with the landscape surrounding Quispe Tito’s
hometown of Cusco. The more somber, earthy palette contrasts with the pastel colors

preferred by Bitti. In addition, the number of figures, their integration into the landscape, and
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the distinct grounds visually united by the zigzag path, combine to make a more complex
illusionistic space than is seen in Bitti’s earlier work, and indicate the ascendancy of the
Baroque style in colonial Cusco.

Quispe Tito’s long career spanned most of the seventeenth century and his Flemish-
inflected Baroque style, along with his occasional inclusion of local elements, has led him to
be considered a founder of the Cusco School. However, his work generally preceded the
development of the most significant features associated with that style and he is better
considered a transitional figure. For example, his naturalistic landscapes only hint at the
greater stylization that characterizes the Cusco School. Quispe Tito died in 1681, when the
Cusco School was in its infancy.?

From a historical perspective, the Cusco School developed in the late seventeenth
century in response to multiple factors. These include the earthquake of 1650 that destroyed
many of Cusco’s churches and thus spurred an extensive building campaign that still defines
the city’s appearance. The new constructions needed decorations, and the period from the
end of the seventeenth through the eighteenth century became a golden age of painting in the
Andean city.?? The arrival of the Spaniard Don Manuel Mollinedo y Angulo in 1673 as the
new bishop was also of critical importance. A devoted patron of the arts, he brought with him
a collection of paintings that included works by European masters such as El Greco that
would influence local painters.?® In addition to his collection of European masters, Mollinedo
became a major patron of local artists, encouraging their experimentations, and was
responsible for commissioning much of the artwork that still decorates the city’s cathedral.?*

Finally, in 1688 an internal dispute among members of the city’s painter’s guild led to the
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creation of a new guild composed of indigenous and mestizo artists, as José de Mesa and
Teresa Gisbert have documented.?®

While features associated with the Cusco School are occasionally found in some
earlier paintings, the guild split was arguably responsible for the ascendancy of the Cusco
School as a cohesive regional style. No longer held back by having to meet the requirements
of European taste necessary to pass guild examinations administered by master painters, who
were almost always Spaniards, indigenous and mestizo artists had new freedom to
experiment. With their greater autonomy, these artists eschewed the emphasis on perspective
imposed by European artists, preferring the expressive potential of shallow pictorial space
and highly ornamented surface detail that are the hallmarks of the Cusco School style.

Cusco School paintings seem to disrupt an apparent teleological progression of
western art towards ever greater naturalism, but in fact their emotional resonance and
emphasis on decorative surfaces is not antithetical to the contemporaneous Baroque style that
was then fashionable in Spain and her American territories. The Baroque style arose in
European religious painting as part of the Catholic Church’s response to the Protestant
Reformation. As with earlier Renaissance styles, the aims of religious painting remained the
conveyance of Christian teachings. Rather than appealing to the intellect, however, Baroque
paintings aimed to instruct by provoking an emotional response, and the visual image was
affirmed as a tool for meditating on the mysteries of the true faith. The expressive Cusco
School style could well have been a short-lived experiment. Yet because of the new interest

in emotionally resonant art then in vogue, the style proliferated and found a receptive
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audience throughout the Viceroyalty, with several examples even known to have been
exported to Europe.?

In addition to the formal innovations that resulted from the greater independence of
indigenous artists in colonial Cusco, those artists also introduced new subjects that in many
cases speak directly to Andean cultural concerns. Although the paintings are predominantly
devoted to Christian subjects, many of those subjects suggest deeper connections to Pre-
Columbian culture. One example is a series of guardian angels dressed in Renaissance
military garments and positioned in different stages of loading and firing a harquebus, such
as one labeled “Fortitvd” which shows the angel using a ramrod to load his gun (Figure 2. 4).
The angel is sumptuously dressed in lace and brocade, the pattern applied by stencil in white
paint and accented with gilt; his celestial nature indicated by the colorful feather wings
spread behind him. Although a Christian subject, only on rare occasions do archangels
appear as the principal subject of European paintings. The inclusion of guns, moreover, is an
Andean invention that merged depictions of angels with military maneuvers illustrated in
Jacob de Gheyn’s The Exercise of Arms (1607).2” Gisbert has proposed that the angels
resonated with the indigenous population because of their connections to Pre-Columbian
astronomical cults.?

From a stylistic perspective, Cusco School traits are also evident in several surviving
paintings of the Inka dynasty. The series in the Brooklyn Museum, for example, shows the
artists’ delight in the patterning of the figures’ dress (Figure 1.3). The attention to patterning
of dress flattens the figures’ bodies in contrast to the more three-dimensionally modeled

faces. According to the museum’s conservation reports, the canvas on which the images are
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painted is of a rough type consistent with that used by painters in colonial Cusco.?®
Therefore, although little is known of their provenance before they were offered for sale in
New York in the nineteenth century, it is reasonable to conclude that the Brooklyn Museum
series was produced in Cusco. Still, a distinction needs to be made between style and genre.
While examples of the genre of paintings of the Inka dynasty, such as those in the Brooklyn
Museum collection, could be painted in the Cusco School style, the genre and the style

developed at different historical moments and in response to different stimuli.

Paintings of the Inka and Hybridity in the Sixteenth-Century Contact Zone
Distinguishing between the development of the genre of paintings of the Inka
dynasty and that of the Cusco School style is fraught with difficulty, but it is also crucial in
order that we may best understand each as distinctively hybrid artworks. Rather than
emerging from the seventeenth-century crucible that forged the Cusco School, wherein
indigenous and mestizo artists were using art to express their independence from the
Spanish-run guild, paintings of the Inka dynasty originated a full century earlier, in the
chaotic early years of colonial rule, which were characterized more by misunderstanding than
defiance. The first paintings of the Inka dynasty are documented for 1572, when Viceroy
Francisco de Toledo commissioned a series of four canvases displaying representations of the
Inka as a gift for his sovereign, King Philip Il of Spain. Those paintings are commonly
referred to as Toledo’s pafios (cloths), a Spanish term that suggests that the images were
painted on rough, unprimed and unstretched canvas. Although Toledo’s pafios no longer

survive, scholars frequently advance them as a possible missing link in the development of
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Peru’s colonial art. Enrique Marco Dorta, for instance, states that they were a crucial early
expression of Cusco School painting.*°

Although Toledo’s pafios are at a historical remove from the development of the
Cusco School painting style, the claim that they nevertheless are an initial expression of that
later style is not unreasonable and is based on the limited facts we have about them.
Descriptions of the pafios exist, made both before they left Peru and after they arrived in
Spain, in the inventories of the royal collections in Madrid. However, not one mentions
anything salient about their pictorial style (see Appendices B, C). The most detailed
description was made in Peru by Toledo’s secretary, Alvaro Ruiz de Navamuel (Appendix
B). Among the particulars it records that the pafios were painted by indigenous artists. This is
of crucial importance and it is on this bit of information that stylistic assumptions about the
pafos’ appearance rest. Because the pafios were painted by indigenous artists, some scholars
have contended that this first known example of paintings of the Inka dynasty was rooted in a
cultural synthesis or hybridity akin to that of later Cusco School painting.

In what follows | will examine that claim and propose that, although there is evidence
to support the assumption that Toledo’s pafios, like Cusco School paintings, were hybrid art
works, they were not necessarily hybrid in the same way, thereby casting doubt on the notion
that the former’s hybridty was in any meaningful way connected to that of the latter. Whereas
Cusco School painting signals a degree of independence of indigenous artists from the
artistic tradition of Europe, Toledo’s pafios stand at the opposite end of the spectrum, that is,
at the beginning of the encounter between two ways of recording the world in visual form.

Those first paintings of the Inka were initiated by a Spanish patron who no doubt had a
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significant hand in shaping the contours of the final production. The question of what they
meant for their Spanish patron will be developed in the following chapter. By acknowledging
that Toledo had a hand in determining the painting’s form, however, | do not intend to
suggest that he was solely responsible for the appearance of the pafios. Rather, | wish to
emphasize that the cultural negotiation between European and Andeans that those paintings
recorded was of a very different character than that of the later Cusco School, because it was

based in the necessities of the particular historical moment.

The Appearance of Toledo’s Pafios

As one of the earliest known paintings produced by indigenous artists in the colonial
Andes, Toledo’s pafios have long intrigued scholars, who have wondered how they might
transform our understanding of the development of Peru’s colonial art. Sadly, an accurate
stylistic analysis of Toledo’s lost pafios is impossible. Eyewitness descriptions of them do
exist, but they remain tantalizingly vague, describing them only as portraits of the Inka rulers
and including depictions of their wives and offspring. What those likenesses looked like,
however, is speculative.

Catherine Julien has argued that Toledo’s pafios, although called “portraits,” were not
figurative paintings after the European manner but rather were composed of a series of
abstract symbols used by the Inka known as tocapu.®* Tocapu are discrete geometric designs
found on the most elite Inka garments and material objects. A rare example of a tunic
decorated completely with tocapu designs, which is in the collection of the Dumbarton Oaks

Museum in Washington, D.C., is certainly a royal garment and served as a visible statement
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of the ruler’s absolute power and control over his domain (Figure 2.5).3? While their precise
meanings remain elusive, there is no doubt that tocapu were an integral part of an Inka
symbolic system used to convey status and identity.> It is indeed likely that Toledo’s artists
were familiar with that Andean system of recording identity, and it is certainly possible that
they incorporated it into their own depictions.

Such abstract ways of recording information, however, were in conflict with the
norms of Western Europe, and, as Thomas Cummins has pointed out, none of the eyewitness
accounts of the pafios mention anything unusual in their appearance.3* Considering that
Europeans were eager to point out even the slightest difference between themselves and the
newly encountered and conquered peoples of the Americas, it is unlikely that the use of what
to them was a strange system for visually recording a personal identity would have gone
unremarked upon, much less that tocapu motifs would have been identified as analogous with
European “portraits.” While Toledo’s artists may have included tocapu motifs, the motifs
were almost certainly not the only, or even the dominant, pictorial code that they employed.
Thus, as Cummins concludes, the only possible conclusion is that Toledo’s pafios conformed
to what Europeans recognized as portraiture, that is, that the pafios depicted what would have
been seen as a naturalistic likeness of the Inka rulers.®®

There are other reasons to conclude that those first paintings of the Inka dynasty, like
later surviving examples of the genre, appropriated the form of European-style portraiture. It
is probable that traces of the appearance of Toledo’s pafios remain in an early seventeenth-
century engraving that accompanied Antonio Herrera y Tordesilla’s Historia de los hechos

de los castellanos en las islas i tierra firme del mar oceano, published between 1601 and
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1615, as scholars as far back as the nineteenth-century have asserted (Figure 2.6).%® The book
is divided into eight “decades,” each of which includes an engraved frontispiece alerting the
reader to characters and events that are discussed therein. The Decada Quinta (Fifth Decade)
concerns Spain’s conguest of the Inka. Surrounding the title and dedication are twelve
roundels displaying bust portraits of the Inka rulers, beginning with Manco Capac, placed at
the center top of the page, and ending with Huascar, the half-brother deposed by Atahuallpa
on the eve of Spanish Conquest, who is depicted in profile to the left of the dynasty’s
founder.

While the scholarly consensus is that Herrera’s engraving is modeled after Toledo’s
pafos, Teresa Gisbert has proposed an alternative for the source for its imagery. She
suggests that Herrera’s model was a painted genealogy of the Inka sent to Spain in 1603,
which was later described by Garcilaso de la Vega.®’ | doubt her suggestion, however, and it
is worth investigating why that later painting is less likely to have been Herrera’s source.

According to eyewitness accounts Toledo’s pafios depicted a lineage of the Inka that
ended with Huascar, which is consistent with Herrera’s engraving.® Garcilaso’s description
of the 1603 paintings implies, however, that the last Inka ruler depicted was Paullo Inka,
another of Huascar’s half-brothers, and that Huascar was not included in the genealogy at all.
Gisbert plausibly argues that Herrera may have excluded Paullo because he never reigned as
Inka. Even so, the question then becomes: what was the source of Herrera’s depiction of
Huascar? We do know that Herrera made alterations to his model and that he invented one of
the portraits, that of Inka Urco, who is pictured second from the bottom on the left hand side,

facing frontally towards the viewer, in a portrait that is almost completely devoid of detail.
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Diana Fane has stressed that the generic appearance of that Inka in Herrera’s frontispiece
points to the lack of a source model.®® In contrast, the depiction of Huascar is one of the more
detailed portrayals in Herrera’s engraving. He is clothed in an elaborate tunic decorated with
horizontal bands of patterning, probably meant to replicate bands of tocapu that were likely
included in the source image. Therefore, given the greater specificity of the image of
Huascar, it is unlikely that Herrera’s engraver invented it, but rather copied it from a model.
Additionally, there is no disputing that Toledo’s pafios were hung in Madrid’s Alcazar Palace
as part of the royal collection, accessible to courtiers and officials, including Herrera, who
was the royal cosmographer, whereas we do not know what happened to the painting
mentioned by Garcilaso; certainly, there is no clear indication that it ever entered into the
royal collection.

Gisbert bases her conclusion principally on the fact that, like Herrera’s engraving, the
1603 painting depicted the Inka in bust portrait format.*® Descriptions of Toledo’s pafios are
more ambiguous about their format, but it is clear that the Inka rulers were each depicted
twice. On three canvases the Inka were depicted as “portraits,” which perhaps indicates that
they were shown as standing figures, although bust portrayals are also possible. The fourth
canvas, however, exhibited a genealogical tree of the Inka. In that painting, the descriptions
state that the Inka were depicted as “bulto,” a term for a figure’s shape or form. The word
usually indicates a statue, but that does not seem to be the implication here. It is not
implausible that in this context the term “bulto” indicates a bust of Inka. Although Herrera
modified his source to some extent, the descriptions of Toledo’s pafios therefore better

correspond to Herrera’s engraving than does the later painting. Herrera’s engraving thus
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provides our closest approximation of the appearance of those first depictions of the Inka,
and it informs us that they did indeed take the form of a naturalistic human likeness.

Herrera’s engraving was not an exact copy of his source. Toledo’s four pafios were
large and therefore able to include a much greater amount of detail than the book-sized
engraving. While the engraved frontispiece gives us a good sense of the general form of the
likenesses of the Inka, it is not specific enough to allow us to analyze assuredly the degree of
stylistic hybridity in that original. Therefore, the engraving itself is insufficient evidence to
adequately address the question of whether, as Dorta supposes, the pafios represent the true
beginning of the Cusco School pictorial style.

A better way to address issues of the pafios’ style is to investigate other contemporary
paintings, which provide some, albeit limited, grounds for comparison. Although Toledo’s
1572 commission occurred during a period for which our knowledge of colonial artistic
production in Cusco is most limited, we are fortunate to have three surviving illustrated
manuscripts, one by the indigenous writer Felipe Guaman Poma de Ayala and the other two
produced for the Spanish friar Martin de Murua, all of which were created in the decades
immediately following the production of the pafios, between 1590 and 1615. Guaman Poma’s
manuscript, produced around 1613, is housed in the Danish Royal Library in Copenhagen;
the earlier Murua, dated around 1590, is in the collection of Sean Galvin of Dublin, Ireland,
and the later version from 1615 is in the collection of the Getty Research Institute in Los
Angeles, California. The surviving Mura manuscripts were modified from an earlier
version, now lost and likely unillustrated, known as the Cusco version.*! Guaman Poma’s

and the surviving Murta manuscripts are the only known illustrated manuscripts produced in
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the colonial Andes and are some of the earliest examples of early colonial Andean visual
culture. Furthermore, as with Toledo’s pafios, each manuscript was produced with the
involvement of indigenous artists. Thus, the proximity in time makes the manuscripts

appropriate candidates for comparison to the pafios with regards to the latter’s style.

Depictions of the Inka in the Works of Guaman Poma and Murua

Each manuscript depicts a variety of pictorial subjects—in Guaman Poma’s case
there are nearly 400 illustrations—but common to each is a series of likenesses of the Inka
rulers. While related to the genre of paintings of the Inka dynasty, these images also remain
apart from it. They are illustrations of textual histories, rather than independent paintings, and
it is unlikely that they contributed to the main trajectory of development of the genre in
colonial Peru, as each was shipped to Spain and, to my knowledge, were never publicly
displayed in the Andes. Still, although there is no evidence linking them to Toledo’s pafios,
as the earliest surviving local depictions of the Inka dynasty, Guaman Poma’s and Murua’s
illustrations likely come closest to approximating the style of those prime objects.

The three manuscripts also relate to one another. For instance, Guaman Poma, we
know, worked for Murta before their eventual falling out.*? It is not a surprise then that
depictions of the Inka are similar in all three manuscripts, as can be seen by comparing their
respective representations of the dynasty founder, Manco Capac (Figures 2.7- 2.9). In all
three versions, the Inka is depicted in a full body pose, facing frontally in the case of Guaman
Poma’s version, or turned to the left at a three-quarters angle to the picture plane in Murda’s

illustrations. In their left hands they hold a scepter topped with a feathered ornament, or
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suntur paucar, which was an insignia of the Sapa Inka. Each wears an elaborate tunic with
three rows of tocapu around the waist (two rows, in the case of the Getty Muruda). The
correspondence between the garments in all three versions is of interest. In the Galvin
Murua, for instance, Manco Capac wears a tunic of two colors, red above the tocapu bands
and a light blue color below. Remarkably, that color scheme is repeated by Guaman Poma.
Although Guaman Poma’s ink drawings are devoid of color, in the text he describes the color
of the Inka’s dress as “red above, sky blue below,” and even describes the founder’s llautu as
green, which is its color in the Galvin illustration.** Both Guaman Poma’s manuscript and the
Getty Murda, are to some degree copies of the earlier Galvin manuscript. Thus the repetition
of the color combination of the Sapa Inka’s dress in the later Getty version suggests that
Murua’s second group of artists had access to the illustrations of his first draft, while
Guaman Poma’s description of the garments reveals his memory of that earlier version, for
which he had assisted Murua.**

The representational style of those images reveals the influence of European visual
models, as the human figure was not a central focus of Inka arts. Still, in their naiveté the
drawings betray the artists’ inexperience with European standards of representation. While
Cusco School paintings have also frequently been described as “naive,” their artists were
trained in European conventions, if only later to reject them. In the case of the Guaman Poma
and MurUa manuscripts, the artists’ training seems to have been minimal, so that the style
results from a different relationship between artist and object. The function of the manuscript
illustrations is also different from the later Cusco School paintings. The depictions of the

Inka in the three manuscripts are descriptive and didactic, and the ornamental details have
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been studied with an eye to factual reproduction. That is, they were meant to accurately
illustrate the dress and attributes of the Inka for the edification of a Spanish audience
unfamiliar with those details. To that end, glosses were included, and the costume features
labeled, labels that are further described and explained in the text. Thus the images do not
function independently, but are illustrations of the written word. In contrast to Cusco School
painting, which is an expressive painting style designed to resonate emotionally with the
viewer, the manuscript illustrations aimed at pure didacticism, to inform their audience
through presentation of facts.

Yet, if the roots of the Cusco School style are not clearly evident in Peru’s earliest
colonial artistic productions, those artworks are rightfully considered hybrid, not so much in
terms of their pictorial style but in the types of information they convey. Guaman Poma, for
instance, goes beyond a simple description of Inka costume to encode forms of indigenous
knowledge. As Rolena Adorno has clearly demonstrated, Guaman Poma’s drawings are
organized according to Andean spatial structures, for example the relative importance of
right and left, which provide a secondary reading that at times undermines the written text.*
R. Tom Zuidema has similarly proposed that the textile designs in Guaman Poma’s
manuscript, particularly those worn in his series of Inka portraits, encode Andean knowledge
of administrative distinctions, moiety affiliation and the calendar.*® It is possible that the
illustrations in Murda’s manuscripts also encode Andean forms of knowledge. This is
especially true of the earlier Galvin version on which Guaman Poma worked as one of
Murua’s artists; however, since that manuscript has only recently come to scholarly attention,

studies of this matter remain in their initial stages. The manuscript illustrations thus give
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scholars a great deal of important information about the Inka, but this comes less from the
paintings’ style than from their conceptual symbolism.

Thus, as Guaman Poma and Murda’s manuscript illustrations show, whereas some
forms of hybridity are a feature of pictorial style, others are instead hybrid in content and
concept. Toledo’s pafios, too, may be accurately understood as an early example of an
Andean colonial hybridity. But rather than being a combination of Andean and European
painting styles, Toledo’s pafios were a synthesis of larger cultural practices that were more

deeply rooted than any stylistic hybridity of the painted surface.

Hybridity and Toledo’s Pafios

The only certainty about Toledo’s pafios is that they principally took the form of
imagined figural likenesses of the Inka rulers. Although Gisbert suggests that the pafios had
ties to Inka artistic traditions, pointing to Garcilaso’s description of condors painted on rocks
outside of Cusco that commemorated an important military victory as an example of Inka
figurative painting, there was no custom of painted portraiture among the Inka.*” Cummins
has argued that the use of a European pictorial form along with a European medium—paint
on canvas—removes an artwork’s connection to indigenous cultural practices.*® In contrast,
Dean has proposed that in spite of their European surface, colonial paintings of the Inka share
a deep connection to Inka practices and concepts concerning the ruler’s body.*® For example,
colonial sources note that the Sapa Inka had a huaque, a Quechua word indicating a man’s
brother, which served as his double.>® Like the Sapa Inka, his huagque owned land and had

retainers, was carried on a litter and, when entering a town, was paid due respect as if it were
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the Inka himself. Descriptions of the huaque’s appearance vary, but most suggest that it was
a stone object that could also contain the clippings of the Sapa Inka’s hair and nails,
providing a physical link between the Inka and his double. Although chroniclers give few
details about the huaques’ form, some are described as likenesses of the Inka, or as birds or
animals. For example, according to Sarmiento, the huaque of Manco Capac took the shape of
a bird and was called inti, after the Inka solar deity.>* However, Sarmiento, along with the
majority of Spaniards who discuss the huaques, never saw any of them in person, which
makes their descriptions of the huaques’ appearance unreliable. After analyzing and sourcing
the chronicler’s accounts of huaques, Dean convincingly concludes that it is unlikely that
huaques took a representational form.5?

A related practice was the curating of the mummified remains of the Inka, known as a
mallki. Like huaque, the Inka’s mallki held temporal authority, owning land and remaining
as the leader of the deceased Inka’s panaka, or royal kin group.® Mallki were active in Inka
political and ceremonial life, as Spanish witnesses attested. One early conquistador expressed
his awe that mummified bodies were paraded on litters and accompanied by livery during
festivals. Taken to the plaza, the mummies were finely dressed and treated reverentially by
their attendants.>*

Dean stresses that those Inka practices were rooted in concepts of essences, and that
huaque and mallki were not valuable as representations, but as embodiments of the essence
of the Inka.>® Thus, she asks, could later paintings of the Inka have been understood by their
colonial descendants in the same way? It is difficult to ascertain whether colonial indigenous

elites generations removed from Inka rule understood portraits to be embodiments rather than
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representations but | agree with Dean that we should not dismiss such interpretations out of
hand. To press her analysis a bit further, it is perhaps significant that portraits of the Inka are
first documented in the years immediately following the Spaniards’ extirpation of Inka
mummies led by Polo de Ondegardo in the 1550s.% It does not seem a stretch to suggest that
a European representational form was used as a substitute for a banned Inka practice.

As described by Dean, the operation of colonial portraits of the Inka as substitutes for
huaques and mallki is based in what James Lockhart has called “double-mistaken identity.”
Lockhart argues that there were indigenous cultural features whose outward resemblance to
European traditions initially hid their different operations. Because of that fundamental
misunderstanding, certain indigenous traditions were able to persist.>” Thus, for Dean,
colonial portraits could provide substitutes for Inka practices only because those connections
to Inka culture were unbeknownst to the Spaniards. There is, however, some reason to
suspect that, rather than being the product of an accidental convergence, at least at the
moment of their origin, the convergence between portraits of the Inka dynasty and Pre-
Columbian huaque and mallki was deliberate and anticipated.

The first decades of Spanish presence in the Andes were marked by confusion and
chaos, as both Spaniards and Andeans struggled to understand each other and sort out new
social, political and cultural orders. It is in this context that the production of Toledo’s pafios
must be understood. The Spaniards sought to impose their outlooks and culture on the
conquered Inka, but, in a practical sense, in order to facilitate transition, they also had to
engage with indigenous practices and find ways to communicate. The indigenous

community, as well, looked for ways to interact and understand the strangers whose
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presence, it was increasingly apparent, was not to be fleeting. Those acts of communication
often took the form of repeated acts of mimesis according to the model advanced by Taussig.

In his study of early accounts of the conquest of the Inka, Gonzalo Lamana has
employed Taussig’s concept of mimesis in order to address mutually entangled attempts of
meaning-making on the part of Spaniards and indigenes alike.>® By trying to understand the
aims of both parties, and how each copied the practices of the other, he attempts to avoid
reinforcing what he calls a “colonial imprint,” an assumed essential and unwavering
difference between Andeans and Europeans. Focusing on difference disavows the similarities
of Andean and European practices and the ability of both groups to respond to the new
realities presented by the colonial encounter, which obscures the true nature of their
interaction. For example, tales of battles timed to lunar phases are normally interpreted as
examples of the exotic nature of Inka military practices. In contrast, Lamana argues that such
battles were in many cases planned by Spaniards in order to exploit the supernatural
potencies the Inka ascribed to those times, making those battles a struggle for control of
meaning as much as they were a struggle for control of territory.>® Thus, in Lamana’s
analysis, these battles are not pure expressions of Pre-Columbian military practices but the
result of repeated acts of mimesis in which both sides attempted to claim symbolic authority.

That model can give insight into the production of Toledo’s pafios. Toledo’s
fascination with Inka mummies is well known. They are an important component of the
interviews he conducted with indigenous elites throughout the Andes, especially in the Cusco
area, around the same time he commissioned the pafios.®® Furthermore, one of his key

advisors in Cusco was Polo de Ondegardo, whose extirpation of the practice made him the
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leading Spanish expert on the topic. While it is impossible to prove, it is not inconceivable
that Toledo used portraiture intentionally because he recognized it as the type of
representation that best corresponded to the Inka practice of mummifying their leaders. This
IS not to suggest that he understood the concept of essences that was vital to how the Inka
understood the bodies of their ancestors, for there is little evidence that he thoroughly
grasped it. Rather, in the chaos of the early years of colonial rule, as each side was trying to
come to terms with the other’s practices, portraiture stood out as one of the links in the chain
of mimetic acts that resulted in the creation of a new, colonial culture. Portraits of the Inka, at
their origin, were not simply an imposed representational practice, but a means to bridging
differences. Their origins are not just European yet neither can they be unproblematically
categorized as indigenous. Rather, multiple mimetic acts that resulted in the creation of the
genre obscured direct connections to their sources. They comprised something altogether
new, a mutually entangled attempt to forge a new Peruvian representational system that was
intelligible to both Andeans and Europeans, but reducible to neither. In describing the pafios
as products of European culture and ignoring the context of their creation and their real
connections to Inka culture, we overlook crucial insight into the multiple processes by which
hybrid cultures come into being. The hybridity of Toledo’s pafios goes beyond whatever may
have been visible through matters of pictorial style or compositional arrangement. It is a
hybridity that exists at a deeper, invisible level of cross cultural communication in the

colonial contact zone.
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Summary

While many colonial paintings of the Inka dynasty were no doubt painted in the
Cusco School style, the two should not be conflated in absolute terms. The principal reason
for conflating the genre and the style lies in an expectation that both emerged from a hybrid
cultural climate that characterized Peru’s colonial society. Yet, broadly categorizing both as
hybrid arts ignores the fact that the nature of their hybridities was not identical.

Whereas the naturalism and generally Christian subject matter of Cusco School
paintings are derived from European traditions, their stylization, along with the inclusion of
local features and themes of local importance, distinguishes them from paintings produced in
Europe and reveals their Andean character. On one hand, the paintings’ hybridity reveals the
dominance of European culture, but on the other hand, it also points to the incompleteness of
that cultural domination. The style is notable because it shows a rejection of certain European
norms, for example, the total naturalism of the western painting tradition.

The evidence is much less clear as to whether the first paintings of the Inka dynasty,
Toledo’s pafios, were hybrid in the same stylistic sense as the paintings of the later Cusco
School. That lack of visible hybridity, however, is only one part of the equation. Both Inka
and Spaniards shared an interest in the ruler’s body, despite the very different ways in which
they expressed that interest in material form. When examining the context in which paintings
of the Inka developed, it is plausible to conclude that the mutual interest in the ruler’s body
was a primary reason for the use of the pictorial form of portraiture, and that both Andeans
and Europeans used imitation to impose their own meaning on the resulting product. It may

even be the case that the hybridity of paintings of the Inka dynasty contributed to the genre’s
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long-lived popularity. As Dean notes, indigenous elites may have retained some memory of
the practices of their ancestors pertaining to the role of the ancestor’s body, which affected
their understanding, and continued patronage, of the colonial paintings. In glossing over the
different contexts of the development of hybrid art forms such as paintings of the Inka and
the Cusco School style, we risk glossing over valuable information about the ways in which

each can inform us about different facets of colonial visual cultures.
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Chapter 3:

The Inka in Spain’s Imperial Imagination: The Case of Toledo’s Pafios

On January 14, 1572, the Viceroy of Peru, Francisco de Toledo, gathered together
thirty-seven representatives of Cusco’s twelve royal kin groups (panakas or ayllus, as they
were known during the colonial era) who ranged in age, we are told, from twenty-six to
ninety-nine, and displayed to them a set of four pafios. According to contemporary
descriptions, three of the canvases contained portraits of the Inka, while the fourth contained
an elaborate genealogical tree displaying the Inka, their principal wives (coya) and their
families (Appendix B). In front of a notary and a translator, each man in attendance agreed
that the pafios were true and legitimate, according to their memories and the stories told to
them by their fathers and grandfathers.! This presentation is intriguing for a number of
reasons. First, because it informs us about the truth value of visual images in sixteenth
century Peru, that is, that the paintings were understood to accurately convey historical
reality. Although eye witness descriptions of the pafios suggest that they exhibited a
combination of text and image, that descriptions give greater weight to the depictions
suggests that the image was paramount. In addition, it asserts that the paintings were
positioned at the nexus of communication between Europe and the Andes.

Verification of the truthfulness of the pafios’ content was necessary for Toledo’s
purposes. Although scholars have long recognized that Toledo’s project, which included his
commission of a new history of Inka history by Pedro Sarmiento de Gamboa, was politically

motivated, how the pafios contributed to that project has not been addressed.? In this chapter |
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contend that Toledo intended the paintings to operate as proof of Spain’s legitimate dominion
over the Andes by implying the Inka were tyrants and served to dismiss growing

uncertainties in Spain about the legality of its presence in the Andes, in particular critiques of
conquest advanced by Fray Bartolomé de las Casas. | situate Toledo’s commission within
that larger historical context and propose that the visual form of the depictions of the Inka
dynasty served as a secondary “text” that advanced his argument. The pafios could do so
because of the painted image’s subtle operation in naturalizing the implied truth of its content.
Toledo’s paintings of the Inka constructed a vision of the Inka past in order to advance

Spain’s position and promote it as a just and lawful caretaker of the Americas.

Sixteenth-Century European Images of the Americas

If the form the pafios took, that of naturalistic likenesses or portraits, might seem a
conventional, even ordinary, means of depicting the Inka, it was in fact quite radical. At the
time of the pafios’ creation in the sixteenth century, indigenous Americans were a relatively
new artistic subject, and no clear consensus had emerged on how they should be depicted, or
even understood, by Europeans. In the context of the limited corpus of surviving
representations of indigenous Americans, however, Toledo’s Inka are unusual, diverging
from the pictorial modes commonly used to portray the inhabitants of the Americas for a
European audience.

The first known surviving representation of the Inka is a woodcut print that
accompanied the earliest eye-witness account of the Spanish conquest, published in 1534 and

attributed to Cristobal de Mena (Figure 3.1).2 The illustration features the initial encounter
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between the Inka Atahuallpa, the Inka ruler at the time of conquest, carried on a litter, and
Spanish soldiers, who are led by Fray Vicente de Valverde. The Inka holds aloft a scepter
and a book, a bible or a breviary according to witnesses. Atahuallpa’s casting aside of that
object, symbolizing a rejection of Christianity, was a moment that would prove central in the
Spanish narrative of conquest.*

Despite depicting an event that was recounted in the publication’s text, the 1534
image of Atahuallpa does not conform to textual descriptions of him but rather relies on
earlier European visual images of foreign subjects. Pictorially, the Inka and his attendants are
defined by their relative nudity. Atahuallpa and his attendants are portrayed as wearing
limited clothing but, in contrast to the Spaniards, they are also armed and several raise their
bows menacingly at the unarmed friar. The attendant positioned directly below the Inka has
vines wrapped around his waist, forming a kind of loincloth.

The vine loincloth worn by Atahuallpa’s attendant was derived from visual images of
the Wild Man, a popular character in European folklore that embodied the antithesis of
civilized man.® In a drawing by Hans Holbein, the Wild Man wields a tree as a weapon,
naked except for the leaves that hide his genitalia (Figure 3.2). In other images, the Wild
Man is identified by the thick hair that covers his body; in either case, his lack of clothing is a
distinguishing trait that signals his removal from civilization. Originating from biblical
concepts of original sin and the writings of classical authors such as Pliny the Elder, who
described monsters that lived just beyond the reaches of civil authority, the Wild Man could
simultaneously represent a terrifying lack of social development and an ideal of prelapsarian

innocence, functioning as a precursor of the Noble Savage.® The frontispiece of an Italian
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publication of Columbus’s discoveries by Giuliano Dati, dating to 1493, depicts the
explorer’s ships approaching a land populated by figures of Wild Men and Wild Women
(Figure 3.3). Naked except for the leaf skirts worn by the women, and with long flowing hair
and beards, the untamed appearance of the islanders is contrasted with that of the sailors and
the king seated in the left foreground, who, ultimately responsible for the expedition, directs
the events from across the sea. The Europeans are fully clothed, sport neat hair and beards,
and command tall, masted ships, an engineering feat that facilitated exploration and speaks to
their technological advancement. When reports of Columbus’s discoveries reached Europe,
his description of the Americans’ nakedness prompted artists to turn to a familiar paradigm
for their depictions of the new, unknown subject.’

The representation of indigenous Americans would soon undergo a significant shift.
In 1505, a woodcut was published in Germany that depicts a fanciful scene of life in the
newly discovered continent (Figure 3.4). Instead of the naked figures of earlier illustrations,
however, the artist costumed the indigenes in feathered skirts and headdresses. Those items,
in fact, do recall actual pieces of the costume of the Tupinamba, a people who resided along
the coast of what is now Brazil, and the modifications may have resulted from artists’ direct
observations of Tupinamba who had been taken to Europe or the accoutrements explorers
brought back from their travels, which were put on display for an eager and curious public.®
Nevertheless, although no longer depicted as naked Wild Men, visual representations of
Americans continued to emphasize them as savage. In the case of the German woodcut, the
Americans’ savagery is signified by the dismembered man hanging from a rope in the

scene’s background, which alludes to their alleged cannibalism. Depictions of indigenous
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Americans had acquired a greater specificity, informed, perhaps, by direct observation, but at
the same time feathered dress had quickly become a generic marker for non-westerners. The
feather-clad indigene replaced the European Wild Man in depictions of the Americans but
maintained the latter’s connotation of a people fundamentally uncivilized.®

Toledo’s paintings of the Inka, as far as we can elucidate, eschewed those models
entirely. By the mid-sixteenth century the image of the naked or semi-naked primitive
increasingly had come to be at odds with the verbal descriptions of American people that
filled the reports by European explorers. According to Francisco Jérez, whose account was
published mere months after Mena, in the Andes “women wear over their dresses finely
worked belts (reatas), wrapped around the abdomen and over this dress they are covered
with a blanket, from the head down to knee (media pierna), like a woman’s shawl.”*° Despite
detailing the quality of Inka garments, and comparing their clothing to European dress,
Jérez’s account was illustrated with the same woodcut as Mena’s, which depicted the
encounter between Atahuallpa and the Spaniards as one of uncivilized Andeans, signified by
their nudity, versus Spaniards marked as civilized by being fully clothed. Thus text and
image did not form a unified semiotic system and their dissimilarities had the potential to
undermine as well as strengthen the authority of each.

As authors, neither Jérez nor Mena had control over its illustrations, which were
commissioned by the publisher. The burgeoning capitalism that underlay early modern book
production, particularly in northern Europe, was motivated by profit and contributed to a
growing separation between text and image in book illustrations.!* The publisher’s aim was

thus not accuracy but expediency. Toledo’s pafios, in contrast, were produced independently
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of that capitalist economic system. Furthermore, in the end they were directed at a specific

viewer, the King of Spain, and thus responded to specific needs.

Toledo’s Campaign against the Inka

Before addressing how the pafios responded to Toledo’s political project in terms of
their innovative form, it is necessary to understand what that project was. More than anyone
else, Toledo was responsible for consolidating Spain’s power over the Andes. He was in
Cusco as part of a grand five year inspection of the Viceroyalty (called a visita general),
which served as a foundation for his efforts to reorganize the administration of the territory.
Thus, the issues that concerned Toledo during that inspection are crucial to understanding the
motivations underpinning his commission. More than just an assessment of administrative
needs, the inspection gave Toledo the opportunity to make inquiries about the Inka as part of
a concerted effort to prove that the Inka had ruled Peru unlawfully.

Toledo’s appointment as viceroy in 1568 marked the end of decades of social and
civil unrest, largely thanks to the Viceroy’s reformation of Peru’s administration. While the
prolonged period of civil wars that characterized the early years of Spanish occupation had
ceased, Spain’s control was not yet fully consolidated.*? A group of Inka, sons and followers
of Manco Inka, the one-time puppet ruler installed by Pizarro in 1533 who had rebelled in
1536, continued an Inka government in exile at Vilcabamba, their stronghold northwest of
Cusco. By the time of Toledo’s appointment in 1568, the Vilcabamba Inka posed no
significant military threat to Spanish control, but they did provide a moral one, which Toledo

was keen to terminate.
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The Rights of the Indigenes and the Morality of Spanish Conquest

As the Spanish encroachment into the Americas reached a fever pitch in the early
sixteenth century, concern grew at home about the morality of conquest and the legitimacy of
Spain’s title to the Americas. In 1511, on the Sunday before Christmas in Hispaniola, the
Dominican Fray Antonio de Montesinos took to the pulpit to reprimand the Spanish colonists
for their deplorable and inhumane treatment of the Americans. It was the first public outcry
against Spanish treatment of the indigenes that would soon become entangled with the larger
question of Spain’s right to territorial possession of the Americas.

The early experience of the Spaniards in the Americas left them little troubled about
the nature of the indigenous population; nor was there much popular distress about the right
of Spain to claim the land. To the Spaniards, the indigenous inhabitants of the Caribbean
islands were Wild Men. Because they exhibited no signs of civilization, Spaniards considered
the Americans to be nothing more than primitives who would benefit from interaction with
the civilized Spaniards. The idea that indigenous Americans were uncivilized, however, was
challenged in the wake of the 1519 encounter with the Aztec Empire and, in 1532, that of the
Inka.®® Unlike the Arawak and Carib islanders, the Aztec and Inka had all the hallmarks of
civilization as recognized by Europeans: social stratification, organized (if pagan) religious
institutions, and, perhaps most importantly, cities.** Clearly awed by those cities’ organized
plans and skilled construction, the Spaniards wrote early accounts of those cultures that
carefully described them, and favorably compared them to those of Europe. In a letter to

Charles V, for example, Hernan Cortes painted a verbal picture of the Aztec capital,
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Tenochtitlan, as an astonishing place “as big as Seville or Cérdoba,” which was bustling with
commerce and religious activity.® In the main marketplace “more than sixty thousand
people come each day to buy and sell””; the ceremonial precinct, he marveled, contained a
main temple “whose great size and magnificence no human tongue could describe” and a
tower that “is higher than that of the cathedral of Seville,” which was the largest in Spain and
the city’s major civic landmark.'® The Spaniards were rightfully impressed.

Yet, in addition to recounting the splendor of those cultures, the reports of the
conquistadores were also filled with accounts of violence. While the intent was to impress
their Spanish readers with tales of heroic military deeds, many readers were shocked instead,
and questioned the morality of those acts. The capture and subsequent execution of
Atahuallpa at Cajamarca in 1533 proved especially horrific to Spaniards and was roundly
condemned, with even Charles V writing to Pizarro that “we have been displeased by the
death of Atahuallpa since he was a monarch” (emphasis mine).” That Charles recognized
Atahuallpa as a fellow king is significant. Kings, according to European belief, ruled by
divine right and it was a dangerous precedent to allow any upstart to trample on and
undermine kingly privileges. Furthermore, Charles’s statement shows that even the Crown
acknowledged that it had entered into a morally and legally ambiguous territory concerning
its authority over fellow monarchs.

There were several related issues concerning the Crown’s jurisdiction in the Americas:
sovereignty (imperium), that is, the right to civil rule, and dominion (dominium), or property
rights. 18 In 1539, Francisco de Vitoria, one of Spain’s most influential and respected

theologians, gave a lecture (relectio) entitled “On the American Indians” (relectio de indis),
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in which he affirmed that the Americans had dominion over their territories because
dominion was a natural right of natural lords.*® More importantly, he concluded there was
little justification for dispossessing them of their land.?® Among the popular arguments for
dispossession was the contention that the Americans had immediately and freely given their
lands to the Spaniards. This idea would play a role in later constructions of the history of
conquest, with Andeans themselves using paintings of their ancestors to advance that claim
(see Chapter 5). For Vitoria, however, the argument was inapplicable because those early
reports to reach Spain attested that any “donation” on part of the Americans was done under
a threat of military force, thus rendering it invalid.

While the Americans could not be deprived of dominion, Vitoria did acknowledge the
possibility that Spain could assert jurisdiction, or sovereignty, over the new lands. In general,
those fell into the category of causes for just war by which Spain could legitimately gain
control of a territory.?! Spain, like any nation, had certain rights that, if violated by another
nation, could provide legitimate grounds for invasion and conquest. Among those were
coming to the aid of an ally and the defense of a population against tyranny.?? In none of
those, however, was Vitoria willing to ascertain that the offense could lead to the
transference of dominion, but rather only to the transfer of sovereignty.?®

By his lecture’s end, Vitoria had left the crown perilously little right to stake any
claim to the Americas, noting “that if all these titles were inapplicable, that is to say if the
barbarians gave no just cause for war and did not wish to have Spaniards as princes and so on,
the whole Indian expedition and trade would have to cease, to the great loss of the

Spaniards.”?* Yet even he found that proposition intolerable and concluded meekly that “it is
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clear that once a large number of barbarians have been converted, it would be neither
expedient nor lawful for our prince to abandon altogether the administration of those
territories.”?® Despite its systematic dismantling of Spain’s just title to the Americas,
Vitoria’s argument was academic, and not intended to affect policy. Nevertheless, it

undermined the Crown’s authority and contributed to deepening the crisis.

As questions about the morality of Spain’s project continued to mount, in 1550
Charles V issued an unprecedented decree that suspended the license for further expeditions
into new territory.2® At the same time he called for a debate about the humanity, and thus
appropriate treatment, of the indigenes, which was held at Valladolid in 1550-1551.%" Juan
Ginés de Sepulveda, a humanist scholar and translator of Aristotle, would argue that the
Americans were inherently incapable of reason and therefore fulfilled the requirements for
what Aristotle called “natural slaves.”?® Arguing in defense of the rights of the indigenous
Americans at Valladolid was another Dominican friar, Bartolomé de las Casas.?

Las Casas nominally won the debate, but it had little tangible effect on policy
concerning the Americas. Despite affirming the rights of indigenous Americans, las Casas
acknowledged that it was Spain’s obligation to convert the Americans to Christianity.
Furthermore, unlike Vitoria, he never questioned the Crown’s sovereignty and considered
conversion justification enough for Spain’s presence. He was, however, similarly unsure
about the issue of dominion, especially in the case of Peru. In 1565, las Casas gave two
manuscripts to Philip 11, calling them “his last will and codicil.”® De thesauris (of treasure)
and the Tratado de las doce dudas (treatise of the twelve doubts) both exclusively treated the

situation in Peru, questioning the Crown’s claim to the Andes in terms that mirrored Vitoria’s

81



arguments. De thesauris dealt with only one issue, the rights to goods looted from tombs and
burials, while the doce dudas expanded his critique concerning Spain’s claim to dominion to
engage questions about the legality of taxes imposed on the indigenous population and the
status of those lands appropriated from the indigenes by the conquistadores, including both
personal property and mineral rights.

Las Casas’s ire was not directed at the Crown, but rather at the conquistadores, whom
he claimed were motivated in their conquests solely by greed.3* Nevertheless, his conclusions
had direct implications for the Crown’s control. The eleventh doubt, for instance, was
whether the king was obligated to return dominion to the Vilcabamba Inka.®? He concluded
that the king was so obligated, by whatever means necessary, because there was still a
functioning indigenous monarchy. The call for restitution of the Inka’s kingdom added a
significant dimension to the crisis. Although las Casas insisted that the Inka must recognize
the Crown’s sovereignty and pay tribute accordingly, as Spain’s richest territory, loss of any
portion of Peru’s revenue would be a fatal blow to Spain’s already struggling economy.

Before embarking on his journey to Peru, Toledo took part in the Junta Magna, a
gathering of officials that took place in Madrid in 1568, which was to provide him with
instructions that would guide his policies as viceroy. Proceedings from the Junta Magna are
incompletely preserved but they demonstrate a clear awareness, and dismissal, of las Casas’s
call for restitution.®* From distant Spain, it may have been possible to disregard calls for
restitution. In Peru it was not so easy. The existence of the Inka government in exile at
Vilcabamba made restitution seem like a viable option, and unlike other areas under Spain’s

control, a movement to grant some restitution of Inka lands and property had gained traction,
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led largely by the clergy.®® Keenly aware of the threat, Toledo sought to invalidate las Casas,
and the way he did so was to deny that the Inka legitimately held dominion over the Andes

because they had never been natural lords of Peru.

Toledo’s Revision of Inka History

An early formulation of Toledo’s campaign against the Inka contained in the Parecer
de Yucay reveals the central role played by the issue of dominion and las Casas’s call for
restitution in the Viceroy’s project. Dated March 16, 1571, the document was written in
Yucay, outside of Cusco, and bears no signature, although it possibly was written by
Toledo’s uncle, Garcia de Toledo, a Dominican friar who accompanied the viceroy on his
inspection.® Its attack on las Casas is vicious. In his ignorance, the anonymous author
complained, las Casas had been misled by the devil to perpetuate the falsehood that the Inka
were legitimate rulers (diciendo questos Ingas eran perfectos reyes y sefiores ligitimos), thus
tying the hands of the Crown and preventing them from fulfilling their Christian duty.®’ The
author of the Parecer condemns las Casas as ignorant of the realities of Peru, a place where
he had never been and therefore could not truly understand.® The reality, he argued, was that
the Inka were tyrants who, beginning with the rule of the tenth Sapa Inka, Tupa Inka
Yupanqui, had illegally subjected other Andean peoples to their rule. Furthermore, before the
Inka there had been no concept of natural lords, only local strongmen (sinchi), who gained
control by force.® Following Vitoria’s theory of just war, the Spaniards had done the morally
correct thing by defeating the tyrants; what is more, the Parecer also insinuated that since

there were no hereditary lords, the land was available for the Spaniards to claim dominion.
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What has piqued scholars’ interest in the Parecer is that most of the document is
devoted to promoting the Crown’s claim to mines, mineral rights, and tomb goods, offering a
direct rebuttal of las Casas’s De thesauri. It is an inventive argument. The author of the
Parecer proposes that the riches of Peru were a reward to the Spaniards for their defeat of the
Moors. After all, its author suggests, that Columbus set sail and discovered the Americas
shortly after Spain had recaptured Granada, the final act of the reconquest of the Iberian
peninsula from the Moors, could not be a coincidence.*’ The author of the Parecer also
likens Peru’s wealth to a dowry, and the Americas to a less than beautiful maiden, which
provided a suitor, Spain in this case, with motivation for marriage, or evangelization,
according to his metaphor.*

The restitution of mines and tomb goods was ancillary, however, to the more
important issue of the Inka’s position as natural lords. Manco Inka’s revolt in 1536, despite
having been effectively contained, left an Inka government in exile. After Manco’s death, the
office of Inka had been passed down to his sons: first Sayri Tupa, then Titu Cusi Yupanqui,
and finally Tupa Amaru. Spain had long been negotiating with the exiled Inka for their
surrender, a diplomatic engagement that was ongoing in 1568, when Toledo was appointed
Viceroy.*? By officially engaging with them the Crown in some sense legitimized their
tenuous position as Inka.** The Vilcabamba Inka were not a direct military threat;
nevertheless, in symbolic terms, recognizing their legitimacy as heirs to the Inka put the
Crown in a quandary. Toledo’s solution was to assert the Inka’s tyranny to justify Spain’s
conquest retroactively and in the process to quash any ongoing claim that the Vilcabamba

Inka were natural lords to whom the territory of Peru should be returned.*
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As the commissioned opinion of a Spanish friar, the Parecer was not definitive proof
of the legitimacy of Spain’s position. In order to strengthen its claims, Toledo turned to
interviews with Inka and non-Inka nobles that he had conducted during his inspection
(informaciones). Because those interviews took place before a notary, Toledo could maintain
that they constituted the true proof of Inka tyranny. Nevertheless, the questions he asked
were leading and there is reason to question the accuracy of the answers. *° For example, the
interviews were conducted in Spanish and Quechua, thus raising the issue of translation. In
addition, a few years later, Toledo’s translator, Gonzalo Gomez Jiménez, would claim to
have altered some of the answers to please the viceroy.*® Present during Toledo’s inspection
was his cosmographer, Sarmiento, who also had access to the interviewees, and who was
commissioned to write an official history of the Inka, the Historia Indica, which likewise
advanced the thesis of Inka tyranny and illegal rule.*” Both Toledo’s investigation and
Sarmiento’s history were intended to “correct” those accounts already in circulation that
carelessly described the Inka as natural lords, and thus damaged Spain’s title. Toledo had
gone well beyond his official instructions to reform the colonial administration of Peru and
instead had attempted to change European perception of the Inka as a way to secure the

Crown’s title to dominion.

Toledo’s Agenda and the Pafios
The pafios arose from the same needs as did the Historia Indica and it is easy to
dismiss them as mere illustrations of that authoritative text. In March 1572, Jer6nimo

Pacheco, Toledo’s steward, left Cusco and journeyed to Spain, taking with him the pafios, the
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manuscript of Sarmiento’s history, and transcripts of the informaciones the viceroy had thus
far conducted with Andeans. Yet, understanding the pafios as illustrations of a written history
overlooks crucial aspects of their operation. The pafios were autonomous images, intended to
be hung in the royal collection and, Toledo hoped, used as a model for tapestries. In addition,
they were produced by indigenous artists, which plausibly enhanced their authority. While
Toledo’s commission of the pafios was no doubt part of his political agenda, there has been
no effort to understand, visually, how the pafios created their meaning. As much as they
should be understood as the product of mimesis, as described in the previous chapter, they
also should be understood in light of European visual imagery, which conditioned the way
they were understood by their audience in Spain.

That Toledo eschewed the model of the Wild Man is important in this regard. By the
end of the sixteenth-century, that model no longer had the authority of truth because it was
out of sync with the consensus that the Inka had the requisite hallmarks of civilization. Yet, it
also made Toledo’s task, in a visual sense, more difficult. If naturalistic likenesses could be
understood by the descendants of the Inka as truthful depictions of their ancestors, it is not at
all clear that that form provided an effective way to convey Toledo’s argument to a European
audience. The remainder of this chapter will examine ways that the pafios conveyed the

illegitimacy of the Inka, and the limitations to their doing so.

Genealogy, Portraiture and Toledo’s Campaign Against the Inka

Catherine Julien has stressed that like Sarmiento’s Historia Indica, Toledo’s pafios

presented an Inka dynasty that concluded with Huascar, who left no direct heirs, thus
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inferring that Atahuallpa and any other children of Huayna Capac were illegitimate.*® It is no
doubt true that ending the Inka lineage with Huascar served Toledo’s agenda by implying
that no legitimate Inka did, or could, remain, thereby circumventing las Casas’s plea to return
dominion to the Vilcabamba Inka. Alvaro Ruiz de Navamuel, Toledo’s secretary, affirmed
that in this way the pafios conformed to Toledo’s historical revisions, stating that “the last
[ruler] in which the succession by legitimate line ended, according to their customs, was
Huascar Inka, whom Atahuallpa, his bastard brother, had killed, along with all his
progeny . . . in this manner no successor remained and the legitimate descent of the Inka
ended.”*®

If that were the sole manner in which the pafios communicated Toledo’s position,
however, the message would have been both unclear and ineffective. To begin with, as we
have seen, the four pafos presented two visions of the Inka dynasty, one limited and one
more inclusive. The inventory taken of Philip 1I’s possessions in 1600 describes the parfios as
“four large lienzos (canvases), on which are painted, on one the descent of the Inka who ruled
Peru and on the other three the portraits of the twelve Inka until Guacayna [sic] who was the
last, in whose time possession of those provinces was taken by your Majesty” (Appendix
C).% The three cloths that depicted the Inka as portraits thus made a statement about the end
of the Inka lineage. Although some scholars have stated that the series ended with Huayna
Capac, whose name seems to most closely approximate “Guacayna,” it is clear from both
Navamuel and Sarmiento that the twelve Inka recognized by Toledo included and ended with
Huascar, misnamed as Guacayna in the 1600 inventory.>! The confusion may stem in part

from conflating the description of the pafios with the 1603 painted genealogy of the Inka
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documented by Garcilaso de la Vega. That painting, as noted above, did exclude Huascar,
listing Huayna Capac as the final Pre-Columbian Inka.>?

Although the three pafos containing portraits of the ruling Inka implied a royal
lineage that had ceased to exist, that allegation would have been obscured visually when all
four pafos were considered together. The fourth cloth, and the largest, contained a
genealogical tree depicting the Inka, their wives, and a larger network of royal heirs.>
Interestingly, the pafo depicting the Inka genealogical tree included many individuals who
were still alive and living in Cusco, including descendants of Huayna Capac, for instance
Paullo, half-brother to Huascar, along with Paullo’s son don Carlos.>* Also included,
although in a less prominent position, was at least one of the Vilcabamba Inka, Titu Cusi, as
well as Maria Cusi Huarcay, the sister/wife of the deceased Vilcabamba Inka Sayri Tupa.>®
According to Inka way of reckoning as analyzed by Julien, it may well be that those other
descendants of Huayna Capac were illegitimate;*® yet the large family tree depicted had
many branches, some of which held half-brothers or nephews of the last Inka recognized by
Toledo, Huascar. In terms of European structures of inheritance those individuals would
seemingly have maintained a viable claim to the Inka throne.

In Europe, painted genealogical trees were an outgrowth of the iconography of the
Tree of Jesse that depicted Christ’s genealogy, often extended to include the present ruler as
part of that notable lineage.” In 1530 Dom Fernando of Portugal commissioned an
illuminated manuscript depicting his royal genealogy, never completed due to his untimely
death in 1534, to press his family’s claim to rule over the entire Iberian Peninsula (Figure

3.5).8 The genealogy contains thirteen surviving leaves drawn by Antonio de Hollanda and
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illuminated by the Flemish master Simon Bening.>® The leaves are in varying stages of
completeness, and as many as thirty or more were planned.®® Each leaf presents a principal
ancestor, or ancestral pair, that is placed in the lower section. The branches of the tree grow
upwards where successive generations are perched among the foliage. Painted genealogies
such as Dom Fernando’s were marshaled to authenticate and support dynastic claims to the
throne in the event of a ruler dying without a direct heir. By using that format, Toledo was
drawing on a European artistic tradition that conveyed legitimacy, which was in stark
contrast to the claims about the surviving Inka that were made in the Historia Indica and the
transcriptions of his informaciones.

That was not the only possible complication. Despite asserting that Huascar had left
no heirs, Sarmiento and Navamuel mention that a male member of Huascar’s ayllu still lived,
a nephew named Alonso Tito Atauchi. Tito Atauchi was illustrious in sixteenth-century
Cusco, and had been granted the hereditary title “Mayor of the Four Quarters” (Alcade
Mayor de los Cuatro Suyos) by a previous viceroy, Andrés Hurtado de Mendoza, the
Marques of Cafiete, as a reward for assisting in the capture of the rebel encomendero
Francisco Hernandez Giron in 1553.% That Navamuel listed him as a witness for Huascar’s
ayllu suggests that his portrait may have been included in the genealogical tree. At the same
time, both Navamuel and Sarmiento also claim that Atahuallpa had killed all of Huascar’s
heirs, thus definitively ending the lineage. As Sarmiento puts it, Huascar “did not leave a
lineage or ayllu, although of those who are alive now only one, named Don Alonso Tito
Atauchi . . . maintains the name of the ayllu of Huascar.”®? Curiously, although Toledo

recognized an ayllu for Huascar, by the end of the century, records of Cusco’s royal Inka
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lineages no longer included mention of his ayllu.%® In any event, the contradiction in
recognizing a descendant and ayllu of Huascar, while simultaneously maintaining the end of
his bloodline, seems not to have caused concern, despite its potential to undermine the
argument that the Inka line had been irrevocably terminated.

To a certain extent, those inconsistencies reflect the tension between Toledo’s spin on
the Inka and the policies of the Crown. Toledo was acutely aware that any living descendant
had the potential to challenge Spanish rule and could conceivably press for restitution, which
he actively sought to prevent. Shortly after the pafios and Sarmiento’s history were sent to
Spain, Toledo engaged in a military campaign against Vilcabamba, capturing and executing
the Inka Tupa Amaru, thereby ending the resistance. While the Crown did not specifically
approve those actions, neither is there much evidence that Toledo was admonished, as
Garcilaso de la Vega claimed he was.®* For better or for worse, the viceroy had taken care of
a persistent problem, even if the King had desired a different outcome.

The Vilcabamba Inka had the greatest hereditary claim to rule, and thus posed the
greatest threat, but they were not alone in claiming descent from the Inka royal lineage.
Recognizing the inevitability of Spanish rule, many Inka, in an effort at self-preservation, had
thrown their support behind the conquistadores. To reward their service, the Crown had
issued them patents of nobility, which granted them certain privileges, including exemption
from tribute obligations and personal service. Those patents and the accompanying coats of
arms conferred to indigenous nobles were judiciously guarded and passed down to their heirs,
and oftentimes even counterfeited by later generations, a topic which will receive greater

attention in the following chapter.%®
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Despite proclamations of loyalty to the Crown, Toledo viewed any indigenous
nobility as a potential threat to Spanish power. In 1570, while in Jauja, an Andean town east
of Lima, Toledo amassed all those with recognized noble status in the town square. There he
took their credentials and publically burned them.® The Jauja lords were not ethnic Inka, but
members of the rival Huanca who had had their nobility recognized for assisting Pizarro
against the Inka in 1532. Toledo’s attempt to similarly deprive the Cusco Inka of their
nobility would prove more difficult. In May of 1572 he had the most notable of the Cusco
Inka, including Paullo’s son, don Carlos Inka, and don Alonso Titu Atauchi, arrested and
improbably charged with being allies of the Vilcabamba faction.®” On November 12 they
were found guilty, deprived of their land and property, and ordered banished from Peru.®® To
prevent public unrest in Cusco, Toledo had them removed to Lima, where they were
imprisoned to await deportation to Mexico. Despite his attempts to exile the descendants of
the Inka from Peru, Toledo’s efforts were stymied. In 1574, Philip reversed the verdict.®® As
much as Toledo wanted to deny Inka legitimacy, the Crown’s own actions officially
sanctioned it.

The claim that the Inka lineage had definitively ended was one means of skirting calls
for restitution of Inka lands and property. But that claim was weakened by Toledo’s inclusion
of an extended genealogy of the Inka on the pafios and also by the Crown’s official
recognition of their descendants’ claims to nobility. As a visual strategy, the presentation of
an extended family tree would have been ineffective to communicate illegitimacy for a
European audience and it therefore seems unlikely that the pafios were intended to convey

their message of Inka illegitimacy solely through the representation of dynastic succession.

91



Visualizing Tyranny in Early Modern Portraiture

The principal thrust of Toledo’s campaign against the Inka, however, was not that the
Inka line had died out, but that the Inka never had a claim to dominion to begin with.
Toledo’s opinion, advanced in the Parecer de Yucay, in Sarmiento’s Historia Indica, and in
the questions he asked during his inspection, was that the Inka were tyrants who, beginning
with Tupa Inka Yupanqui, had illegally subjugated other Andean peoples. Spain’s conquest
of Peru, then, was a just act necessary to protect the innocent.

According to surviving descriptions as well as Herrera’s engraving, Toledo’s pafios
were principally, and most effectively, portraits. As previously argued, this formal choice
was influenced by the necessity of communicating cross-culturally in the multi-ethnic reality
of sixteenth-century Cusco. While depictions of Inka cruelty towards Andeans could have
supported Toledo’s claim that the Inka were tyrants, there was no tradition of narrative
imagery in Inka arts. Given his need to have his pafios communicate to a European and an
Andean audience, the descendants of the Inka in Cusco whose approval Toledo need to
validate the pafios’ content, pictorially, the pafios had to occupy some common pictorial
ground. Thus narrative was eschewed, at least as the primary visual focus, in favor of
likenesses of the Inka, their wives, and their descendants. Yet that choice was accompanied
by a dilemma: portraits, like genealogical trees, were a pictorial form more appropriate to
conveying legitimacy, in contrast to Toledo’s goal. Although portraiture was an

unconventional choice to denounce the Inka as tyrants, it was not without precedent.
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In early modern Europe, portraiture was associated most prominently with nobility,
not tyranny. On one hand, given that portraiture in sixteenth-century Spain was in large part
confined to portraying members of the court, it was a natural fit for the depiction of those
other royal personages, the Inka. In the context of European royal patronage, display and
exchange, portraits functioned to impress upon the viewer the subject’s virtue and nobility.”
This could take any number of forms, from allegory to depicting a ruler in armor to
emphasize his military prowess, to the state portrait that emphasized a quiet and noble
restraint.”* Portraits, in short, dignified their subjects and there is no reason to suggest that
Toledo’s portraits of the Inka did otherwise. Our closest approximation of the appearance of
Toledo’s Inka, Herrera’s engraving, suggests that while not possessing the individuality of
European portraits, Toledo’s pafios did display the Inka as richly dressed and venerable.
Despite their exotic status, they constituted a parallel to European notions of kingliness.”?

Because there were few portraits of non-western individuals in sixteenth-century
Europe, the paintings of the Inka occupied an uncharted space of pictorial representation.
Perhaps the closest parallel is a portrait of the Ottoman ruler, Sultan Mehmet 11, which was
painted a century before Toledo’s paintings of the Inka, most likely by the Venetian painter
Gentile Bellini (Figure 3.6). The painting follows standard practice for portraits at that time.
The sultan is seated behind a parapet, his torso in three-quarter view, and set against a dark
background. His exotic, non-European status is marked by his clothes, particularly the white
turban, and also by highly decorative arabesque tendril motifs embellishing the arch and
embroidered cloth lying on the parapet that are suggestive of Islamic-style ornamentation.

Even in the context of the representation of non-Europeans such as the Ottoman ruler,
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portraits were created as part of a diplomatic exchange, an engagement, however uneasy,
between rulers who recognized one another’s royal status.”® There was no tradition of using
portraits to depict subjugated, and in this case vehemently denounced, non-European
“Others.”

European portraits also accrued meaning based on their association with other images.
The Spanish Habsburgs, for instance, like many royal families, displayed their portraits
alongside those of their family members, many of whom were joined by marriage with other
European ruling families, and also those of their allies. Royal portrait galleries thus
emphasized the political and symbolic nature of portraiture; they were more than just casual
representations of a specific individual, rather they were potent symbols of political
legitimacy in the same vein as painted genealogies.’ When they reached Spain, Toledo’s
pafios were deposited in the royal collections in Madrid’s Alcazar palace. The Alcazar also
housed portraits of the royal family and their allies, including the Duke of Milan and the
King of Hungary.” In that sense the paintings presented the Inka as a legitimate royal lineage
allied to the Spanish crown, a reading that is consistent with Spain’s policy of officially
recognizing the noble status of the descendants of the Inka.

The suggestion that the Inka were royal allies of Spain was in tension with what
Toledo intended his paintings to convey, but their placement could also be construed as one
that positioned the Inka as defeated, vassal lords. Together with portraits of Charles V and
Philip 11, the pafios hung in the same room as twenty two coats of arms of knights of the
French chivalric order of Saint Michael. Those works had been captured by Philip’s armies at

the battle of San Quentin in 1557, when his troops decisively defeated their French foes.’®
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Although they were probably not captured standards, since they are described as having been
on board (sobre tabla), suggesting that they were painted, they nevertheless conveyed a sense
of Spain as a military powerhouse.”’

The same room housed seventeen other paintings that Toledo had sent from Peru. The
themes represented included depictions of Spanish military defeats of the Inka, for instance, a
painting displaying the capture of Atahuallpa at Cajamarca, which Leonor de Soto, daughter
of Hernando de Soto, used to prove her father’s participation in that event and to uphold her
rights as his heir.”® In that context, were Toledo’s pafios seen as portraits of fellow royals,
whose association with the Habsburgs increased the prestige of both, or were they perceived
instead as trophies of a defeated enemy and a subordinate vassal? No record remains that let
us ascertain how their context of display might have shaped their interpretation, and indeed
divergent readings may not have been mutually exclusive.

We know, however, that Toledo was not interested in intimating that the Inka were
subordinate nobles. His aim was to convince the King that the Inka were tyrants. Vassal
lords, while subject to Spain’s authority, were nevertheless legitimate nobility who could not
be deprived of dominion. Despite Toledo’s unorthodox use of portraiture to convey tyranny,
it is possible that he was deliberately referencing another genre of early modern visual
culture. Popular portrait series of the twelve Caesars provided a close parallel to Toledo’s
depictions of the Inka and | propose that Toledo intended his royal audience to recognize a
connection between the paintings of the Inka and that European genre.

Acrts patrons throughout Europe, including the Spanish Habsburgs, collected and

commissioned portraits of the ancient Roman emperors.”® Depictions of the Roman emperors,
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or Caesars, arose from the practice of copying Roman coins to provide illustrations for
histories, beginning during the late Middle Ages. In 1350 an unknown artist used coins as
models for his drawings of the Roman emperors in a copy of the ancient Roman author
Suetonius’s Lives of the Caesars (Figure 3.7).8° The artist directly duplicated the profile of
Julius Caesar from an ancient coin, although he supplemented it, adding to the profile a bust
and an outstretched arm holding a Roman military standard. Despite such alterations, use of
coins as models bestowed a sense of accuracy and veracity on the images.®!

It quickly became fashionable for early modern rulers to display portraits of the
Roman emperors. In 1465, Andrea Mantegna began work on the frescoes of the Camera
degli Sposi for Ludovico Gonzaga, the duke of Mantua. The artistic program was designed to
flatter the Gonzaga family, showing them at court and including sweeping landscapes of the
dukedom. On the ceiling Mantegna included eight roundels in which he painted portraits of
the Roman rulers encircled by wreaths of laurel, recalling the form of coins and thus
suggesting the authenticity of the portrait (Figure 3.8). Half a century later, Federico
Gonzaga commissioned Titian to paint a set of portraits of the Roman emperors, known
today only through copies, that were housed in a room that came to be known as the
Gabinetto dei Cesari. Titian’s series of eleven (a twelfth, Domitian, was added by a later
artist)® set the emperors against a dark background in dynamic, half-length poses (Figure
3.9). Each is dressed in a Roman-style cuirass with a mantle pinned at his shoulder, and
crowned with a laurel. Completed in 1540, Titian’s paintings of the Caesars were renowned
and many collectors sought reproductions. In 1562, for instance, Bernardino Campi painted

five sets of copies, one of which went to Philip 11, another to his uncle, the Holy Roman
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Emperor Ferdinand I, and the rest to various Spanish nobles.® The images also circulated via
engravings and drawings to reach a wide audience.®* The subject was undeniably popular,
even making its way into the collections of Peruvian criollos and Spaniards. A seventeenth-
century inventory of the possessions of Alonso Dias de Leyba, made after his death, indicates
that he owned nine portraits of the Roman emperors; it is possible that they originally formed
part of a larger set of twelve.® A Peruvian biombo (painted folding screen) from the
eighteenth-century also takes the Roman emperors as its theme, this time depicting them on
horseback alongside their consorts (Figure 3.10).

As a series of twelve, portraits of Roman emperors had a specific association with the
ancient writer Suetonius’s book Lives of the Caesars. As part of early modern interest in the
ancient world, texts by Roman writers and scholars proliferated, and Suetonius’s was one of
the most popular.t® His book, a collection of gossipy and sensational biographies of the
emperors written in AD 121, was not entirely favorable to Rome’s ancient rulers. For early
modern readers, too, it provided a warning about the corrupting nature of absolute power. In
his Education of a Christian Prince, which was written to instruct the young Charles V,
Erasmus pointed to the Roman emperors, specifically Caligula, Nero and Domitian, as
exemplars of tyranny whom the Christian prince should seek to avoid. Erasmus’s familiarity
with Suetonius is certain and two years later, in 1517, he would edit an edition of that text.?’
Suetonius provided a cautionary tale about the potential for tyranny when a ruler had
absolute power.

Suetonius’s list of Roman emperors is by no means comprehensive. The office would

continue for several centuries more, but it would be those first twelve who were enshrined
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together most frequently in the portrait galleries of early modern Europe. For instance, the
1600 inventory of Spain’s royal collections documented two sets of marble busts of Roman
emperors, each series beginning with Julius Caesar and ending with Domitian.® Titian’s
series, which only included the first eleven emperors, was considered complete only after
another artist added a portrait of Domitian and it was as a set of twelve that it was copied and
disseminated throughout Europe. Series of twelve Roman emperors directly alluded to
Suetonius’ book and thus had the potential to connote tyranny as described in the text. In
early modern visual culture, the Roman emperors occupied an ambivalent cultural position,
that of a symbol of power but one with the potential for corruption.

| propose that Toledo intended Philip 11 to make the connection between the Roman
emperors as tyrants and the Inka as tyrants not only because they both constituted portrait
series of pagan rulers, a much more fitting association for the Inka than were Europe’s
Christian rulers, but also because they paralleled each other in quantity. The Inka, by
Toledo’s addition, also numbered twelve, from Manco Capac through Huascar. In later series,
the number could extend to thirteen or fourteen, depending on whether one chose to add
Atahuallpa or Urco, or, beginning in eighteenth-century Peru, Inka Yupanqui, to the king’s
list. Toledo, however, insisted that the dynasty ended with Huascar.®® As the inventory taken
after the death of Philip 11 affirms, the pafios depicting the portraits of the Inka officially
recognized only twelve rulers, thereby strengthening the parallel between them and
collections of portraits of the twelve Caesars (Appendix C).

But even if that connection was Toledo’s intention, the matter of its efficacy is

questionable. Analogy between the ancient world and Peru was not unusual. Acllas, women
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chosen to devote their life in service of the Inka, were compared to Vestal virgins, and the
impressive Inka network of roads was favorably compared to those of Rome.*® Such cultural
analogies, especially of pagan religious practices, were meant to make a foreign people
intelligible to Europeans. More commonly, however, direct comparison to Roman leaders
was reserved for the deeds of Spaniards, particularly in accounts of the events of the conquest.
For example, the civil wars between the followers of Pizarro and those of Almagro that
consumed Peru from 1537-1542 were likened to those between the Roman potentates Julius
Caesar and Pompey.®* The Inka rulers, instead, were considered analogous to other non-
Europeans. For example Oviedo compared the battle between Atahuallpa and the Spaniards
to the Persians battling the Greeks, with Atahuallpa acting the role of Xerxes.*?

Although Rome was a pagan empire, Christian Europe nevertheless claimed its
legacy. Via the theory of translation of empire (translatio imperii), the legacy of the Roman
Empire was alleged to have been transferred east to Byzantium after Rome was sacked in the
fifth century, only to be restored in the west under Charlemagne.®® Rome, and particularly
Augustus, was revered for having established a period of universal peace and civil justice,
and Roman law was renewed as the basis for early modern European civil order. For
Christians, that period of peace and justice was the necessary condition for Christ’s birth. The
Holy Roman Empire, as heir to the legacy of Rome, would witness a new age of peace, one
in which the entire world would be converted to Christianity.®* Pagan Roman imperial
rhetoric was thus reshaped in a Christianized form.

The promise of a world emperor, a renewal of the age of Augustus with all its

millennial associations, was particularly prevalent during the reign of Charles V (r. 1519-
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1556).% His empire combined those of ancient Rome and the newly discovered Americas,
thereby giving him a true claim to the position of world monarch. The efforts to convert the
Americans, and the wars against the Ottomans and Lutheran heretics only seemed to confirm
that prophetic role.®® For the Spanish Habsburgs, the rhetoric of the Roman Empire connoted
their Christian duty. Although by establishing a parallel between the Inka and the twelve
Caesars, Toledo aimed to convey Inka tyranny, because association with the Roman
emperors could also be advantageous for early modern rulers, it is far from clear that the
tactic would have been successful.®’

In proposing a purposeful correspondence between the painted series of Roman
emperors based on Suetonius’s writings and those commissioned by Toledo, | am not
suggesting a deliberate alteration of Inka history to fit European models.®® 1t was not unusual
for cosmographers of the period to model the compositional format of their histories after
those of the great writers of antiquity.®® For instance, Herrera’s use of ‘decades’ to organize
his history was based on classical paradigms.1® Sarmiento, too, used a biographical format
similar to Suetonius’s Lives to frame his Inka history, as did earlier historians of the Inka. It
is probable that some liberties were taken to fit Inka history into a classical mold. As Sabine
MacCormack has noted, there are no texts in the colonial Andes that are completely
untouched by European influence.!®* Influence, however, does not mean erasure, and
colonial histories of the Inka convey substantive information about Inka history, society and
worldview. Toledo’s count of twelve Inka was not an anomaly; although there are variations
in the Inka kings’ list compiled in the sixteenth century, Toledo’s is largely consistent with

other accounts. In the end, that twelve Inka rulers mirrored the number of Roman emperors
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in early modern portrait series was no more than a coincidence. Still, it was a fortuitous one.
The pictorial format, portraiture, thus allowed Toledo an opportunity to fulfill two goals: to
communicate to the Andean elites and have their approval of the pafios enhance their
credibility, and, through analogy to European series of the twelve Caesars, to characterize the

Inka as tyrants.

Summary

This chapter has argued that Toledo’s pafios formed a component of his revision of
Inka history in order to justify Spain’s presence in the Andes. In terms of his historical
project, it was not enough merely to claim an end to the Inka ruling lineage. Because of
ongoing questions of dominion, he also needed to deny the foundations of Inka claims to
legitimacy. Toledo’s project was difficult because it challenged the accounts of Inka history
that were then known in Spain, which never intimated that the Inka were illegitimate. The
Crown’s policy of recognizing indigenous nobility likewise was predicated on an
understanding that the Inka had been rightful sovereigns. In order to naturalize his revision
and increase its chance of success, he offered proof in multiple media: written text, notarized
interviews and images. The paintings of the Inka he commissioned were no simple
illustrations but functioned as an autonomous substantiation of his historical vision.

The pictorial mode of Toledo’s paintings, portraiture, was necessary because it
enhanced their truth value but it was also able to communicate to his multiethnic audiences.
The portraiture form also complicated the clarity of his message, however. Portraiture was

associated with nobility, thus contradicting the understanding of Inka illegitimacy that
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Toledo was attempting to promote. However, drawing on parallels to portrait series of the
twelve Roman emperors, whose absolute power frequently resulted in tyranny, offered him a
way to use the paintings to convey his understanding of the Inka as unlawful despots. Yet
paintings of the Roman emperors, although they could signify tyranny, were open to other,
more positive interpretations as well. Likewise, Toledo’s pafios could connote nobility and
legitimacy as well as, if not better than, they could suggest illegitimacy. Pictorially, they
presented a confused message.

Because he needed the approval of the indigenous nobility, Toledo did not have
absolute authorial control over his depictions of the Inka and that limited the pictorial form
they could take. Furthermore, while he intended his pafios to transmit a specific message, he
could not ensure it. Toledo’s pafios are therefore important not only for initiating the colonial
genre of paintings of the Inka dynasty, but also because they call attention to the limits of the
colonizer’s ability to control the genre’s meaning. In Peru, the form would be widely
embraced as a means of expressing the nobility of its subject. The next three chapters take up
ways in which Peru’s indigenous elites used paintings of their ancestors to emphasize their

noble heritage in order to negotiate a privileged position in colonial society.
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Chapter 4:

Continuity of a Dynasty: Paintings of the Inka and the Cusco Nobles

Although the first paintings of the Inka dynasty were made for a Spaniard, it was
because of indigenous patronage that the genre endured and proliferated. Throughout the
Andes, affluent indigenous patrons commissioned paintings of the Inka dynasty. While the
paintings may have looked similar to Toledo’s pafios, their purpose was not.' Rather than a
testament of the Inka’s tyranny, and therefore illegitimacy, for indigenous patrons, paintings
of the Inka documented a glorious Pre-Columbian past in order to secure a position in
colonial society.

The value of the Inka past for the contemporary indigenous population, however, was
variable, and subject to change over time and place; there was no single, unified community
of indigenous elites in colonial Peru, as Carolyn Dean’s research has shown.? The Inka
expanded their power through conquest, and had created a complex and fragile multiethnic
state. In addition to ethnic tensions, civil war between half-brothers Atahuallpa and Huascar
divided loyalties of Andeans. Indigenous patrons of paintings of the Inka thus had different
historical and even ethnic relationships to the Inka that necessarily conditioned the paintings
they commissioned; those differences are manifest in format, composition of the Inka
dynasty, and ultimately the meaning of that history for the present. The present chapter
focuses on patronage of paintings of the Inka dynasty among colonial descendants of the

Inka, who primarily lived in Cusco, the former imperial capital of the Pre-Columbian empire.
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To differentiate them from other communities of indigenous elites, I will refer to them as
Cusco nobles or Cusco Inka.

The Cusco nobles’ status as direct descendants of the Inka helped them navigate the
chaotic early years of Spanish rule, and in the process allowed them to form the most
significant community of indigenous elites in the colonial Americas. John Rowe, Gary Urton,
Carolyn Dean, Marie Timberlake, Thomas Cummins and David Garrett, among others, have
provided crucial analyses of how descendants of the Inka used the Inka past to negotiate their
tenuous position in Cusco’s colonial society.® Building on their research, I focus on how, for
this community, paintings of the Inka dynasty were tied to a specific category of nobility,
that of sefior natural (natural lord), a term that they used repeatedly in their colonial petitions
and testimonies. As Dean has shown, paintings commissioned by the Cusco nobles stressed
the Inka lineage’s continuation into the present, and incorporated portraits of contemporary
heirs as well as their Pre-Columbian ancestors.* The Inka nobles’ colonial privilege was
based in a direct genealogical connection between present and past that relied on a specific
construction of the Inka past and, importantly, the events of Conquest, which were promoted

through paintings as well as festival performance.

Natural Lords and Noble Status in Colonial Peru

The importance of establishing direct descent from the Inka, and therefore continuity
of the Inka lineage into the colonial period, is already apparent in the first documented
instance of the Cusco nobles patronage of paintings of their ancestors. In the Royal

Commentaries, Garcilaso de la Vega tells how in 1603 the descendants of the Inka living in
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Cusco entrusted him, as he was then residing in Spain, with pleading before the court for
privileges befitting their status as descendants of royalty.> To assist their case they sent to
him a painting. As described by Garcilaso, depicted on a vara® and a half of Chinese silk
were figures of the former rulers of Peru in bust followed by a list of their living descendants,
registered according to ayllu, which, in Garcilaso’s version numbered eleven, and totaling
567 persons in all. Thus, a mere three decades after Toledo’s pafos had been sent to Spain,
paintings of the Inka dynasty were fulfilling new needs of new patrons.

As Garcilaso states, the genealogy no doubt will help the king recognize their status
and “confer many privileges on them, as befits the descendants of kings.”” As descendants of
kings Spanish policies treated the descendants of the Inka differently from other communities
of Andean nobles. Under Toledo, the indigenous population was forcibly resettled into
reducciones de indios, or planned settlements that consolidated previously dispersed
populations, a move that, somewhat ironically given Toledo’s desire to deny noble status to
Andeans, prompted institutionalization of a category of indigenous noble. Reducciones were
designed to inculcate the indigenous population in European values and facilitate their
conversion.® The settlements played a crucial administrative role as well, allowing Spanish
authorities to reckon tribute and labor obligations on the community level.” The Crown, wary
of the abuse that had characterized its earlier experience in the Caribbean, insisted that
indigenous communities be self-administered, which required implementation of two
separate administrative units known as the republic of Spaniards and the republic of Indians.
The establishment of a republic of Indians, a legal if not physical space that was at the

foundation of colonial society, necessitated a class of indigenous elites called caciques.'® In
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the Cusco area, however, those elites were frequently referred to as kuraka, reflecting a
convergence with Inka systems of imperial administration, until the eighteenth century, when
cacique came into common use.!!

In practice, the role of caciques and kurakas during the colonial period was variable
and poorly defined. Some were merely tribute collectors while others were respected
community leaders.!? In keeping with Inka social structure, the position was hereditary, thus
endowing its holders with a type of hidalguia, or nobility by birth, that was ultimately based
on service to the Crown. Although kurakas were generally men, women could also inherit the
position, and the importance of the female line will be discussed further below pages. As
hidalgos, caciques enjoyed certain privileges in colonial society and were exempt from
tribute and personal service obligations. Toledo, recognizing that any acknowledgement of
indigenous, specifically Inka, nobility had the potential to undermine Spain’s claims to
legitimate rule, tried to abolish the cacicazgo as a hereditary office and transform it into an
appointed administrative position, ensuring that its occupants were beholden to Spanish
colonial authorities.'* His attempt at undermining Andean caciques was and in 1614 Philip
111 decreed that the office be maintained in a hereditary fashion, “according to custom.”*

Holding a cacicazgo provided one with a low level noble status; however,
descendants of the Inka in Cusco claimed a distinct, and more potent form of nobility, which
was conferred through descent from “natural lords” (sefiores naturales). Unlike caciques,
whose nobility was based exclusively on service to the Crown, in European political theory
natural lords, a category which included kings and dukes, were individuals who legitimately

exerted dominion according to natural law. Spanish law recognized that rights of natural
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lords were incontrovertible and, as long as they maintained allegiance to the king, the king in
turn was obliged to recognize and preserve their privileges.!®> This status allowed them a
limited degree of independence from the colonial administration, which, throughout the
period of Spanish rule, was less sympathetic to the indigenous elites than was the Crown.

Noble status based on descent from natural lords was officially recognized by the
Crown with issues of patents of nobility. Although many patented nobles were caciques,
there was not always a direct correspondence between the two and as David Garrett has
documented, most caciques, especially outside of Cusco, were not patented nobles.'® The
Crown issued patents of nobility to individuals throughout the Andes—for example, to the
Huanca lords of the central Andean town of Jauja whose credentials Toledo had publically
burned—but Cusco was home t