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Thesis Abstract:
This investigationconsistsof an interdisciplinaryanalysisof photographic,cinematographic,
architecturalandliterary documentsrepresentingthecity of Havanain Cubaduring different
periodsof the twentiethcentury.Theseperiodsare:the decadeof the Great Depression;the
1950sduring the rapid growth of the tourist industry in the island;the first fifteen years
following the 1959 Cuban Revolution; and the so-called `Special Period' during the 1990s,
following the collapse of the Soviet Union. It was during these periods that the city went
through very important transformations due to historical and cultural contingencies. These
contingencies refer to the beginnings of the development of the city as a tourist centre, the first
debates and cultural manifestations related to the Afro-Cuban traditions in the island, the post1959 revolutionary processesand the effects of the end of the Cold War on the city. The
documents analysed have been drawn firstly from cultural productions made by Cubans:
Cuban filmography and photography pre- and post-1959. Secondly, there are also those
documents produced by non-Cubans, mainly Hollywood productions and other types of
representation, which have also contributed greatly to create a particular image of Havana. An
important part of this analysis also includes the architectural particularities of the city, with an
emphasis on the symbology of some of its main buildings, such as the Capitolio and the
National Hotel.

This analysisrelatesthe dominantvisual tropesof the Cubancapital with more generic
discoursesregardingthe tradition of utopian thoughtin the West and their embodimentin the
imageof the moderncity. The diversearchival documentsdiscussedthroughoutthis thesis
reflect recurrentthemesthat havecharacterisedthis tradition: the contemporaryideal of a
harmoniousmulticultural society;the romanticisationof the `old city' asa visual reminderof
our `non-capitalist'pastandthe utopianismassociatedwith thedichotomy betweenwork and
leisure andbetweenthe diurnal andthe nocturnal.Most of thesethemescanbe found as
forming part of the discourseon the national in Cuba,also characterisedby a deeputopianism.
The thesisexaminesthe socialand cultural history of Havanain order to analysehow the
different documentshavereflected,or evencontributed,to the constructionand
problematisationof a Cubannationalidentity, while at the sametime making testimonyof the
existencein the city of different cultural traditions.This hasnecessarilyinvolved a reflection

on the dynamics between the two main cultural traditions present in Havana: the Euro-Cuban
and the Afro-Cuban. This thesis proposes that the cultural battles between the African,
European and North American traditions in the city have been decisive in the modern refashioning of Havana as a museum-city, facilitating the predominantly nostalgic character of
its most recent representations.This investigation also takes into account the crucial role of the
city's spatial gendrification - the position of women within the urban space - when describing
Havana's utopian representations.

Finally, the interdisciplinarycharacterof this thesiscontributesto the analysesof thecultural
history of cities as well as the relevance of the visual in the recreations of modern urban life

and its relationsto the narrativesof the national.
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Introduction
When in 1999 the documentary Buena Vista Social Club by Wim Wenders was released, I
rushed to the cinema in anticipation. Throughout the 1990s, the European media had been
already showing images from Havana, making of its `otherness' a familiar cliche: a city
that had experienced a very different development to the others in the `capitalist block' and
now left in supposedisolation. However, this film was advertised as offering something
else: it was the cinematographic account of a group of musicians who, during the years
preceding the 1959 Revolution, collaborated in the development of a musical tradition now
considered very influential to many contemporary music and dance forms, such as salsa or
latin-jazz. Those among us who already knew Wenders' filmography expected another
nostalgic take on a dying old city, as he had done with Lisbon in Lisbon Story, Tokyo in
Tokyo Ga and Berlin in Wings of Desire. However, my own expectations relied also on my
previous personal experience with the history of Havana. I was born and grew up in the
City of Las Palmas, the biggest city in the Canary Islands. The many cultural connections
now existent between Cuba and Canary Islands were the result of emigration waves since
the beginning of the Spanish colonisation of both places, that had seenthousands of
Canarians moved, in most casespermanently, to Cuba, fleeing poverty and isolation'. This
emigration greatly intensified during the second half of the nineteenth century due to the
`whitening' policies then practised by the Spanish (and later Cuban) authorities in the
island. It continued until the years of the deep economic crisis that followed the Spanish
Civil War. Most Canarian emigrants settled down in the western parts of the island,
concentrating in the populations of Havana and Pinar del Rio. Within the Canarians'
collective memory, most of whom by the 1970s had some kind of family connection to
Cuba, a whole informal set of narrations, through oral and musical traditions on the
Caribbean island, became part of the national heritage in which we grew up. However, it
was mainly through cinema that many of us came to experience directly the significance of
this connection.

During the mid-1990s,two Cubanfilms by TomasGutierrezAlea were shownin Las
Palmas' main cinemas:Strawberryand Chocolateand Guantanamera.Both films
representedmainly Euro-Cubansfrom Havanaduring the first yearsof the decade,at the
peak of the economiccrisis brought aboutby the end of the Soviet Block. We satand

watched in puzzlement: they spoke nearly our same dialect and expressedit in practically
the sameway, from body language to repetitions of expressions.The realisation was that
because of the lack of a Canarian filmography, Canarians had never experienced before
such close cultural identification with a film. Of course, the geographical, social and
cultural differences between both places could not be greater. It was when I later watched
Buena Vista Social Club that I came to rethink the uncanninessof my first experience with
Cuban films. Much of the music performed in Buena Vista Social Club has also been an
important part of the tradition in which I was acculturated, through what was played on
radio and what was also directly sung and played by the older generations in the Canary
Islands. However, I did not identify in the same way as I had done previously with Alea's
films. Wenders' representations of Havana relied heavily on Havana's difference to other
cities in the West: its `look' as a non-capitalist city, together with the explicit representation
of the strong Afro-Cuban component in the city's cultural productions. Both things were
missing in Strawberry and Chocolate and Guantanamera.

It was from this simultaneousexperienceof Havana'sothernessandsamenessin Buena
VistaSocial Club that I later cameto rethink the particularrole of the visual,mainly film
and photography,in the formation and, more importantly, the unsettlingandunravelling of
our different cultural identifications.What animatedthis thesisfrom the beginningwas the
task of identifying what this particular urbanspace,Havana,hasculturally produced- and
beenproducedby - asits own image,asthe utopian projection of itself.
This analysishasas its scopethe descriptionof the particular discoursesfound in those
documentsthat havecontributedto Havana'smodem visuality. Following Hal Foster'sand
W.J.T. Mitchell's definitions of the conceptof `visuality'2, in my analysisthis term refers
to thosevisual aspectsof the city - including not only the city's architectureand its urban
culturesbut also the city as an imagein its cinematographic,literary and photographic
representations- that have beensocially constitutedandhaveproducedstatementson the
city asa spacefor utopian realisations.There is an extensivearchiveof documents
showingwhat havebecomeHavana's `symbolicmarkers',3 andtraditionally usedto
describethe city's identity `in a flash'. Eachof thesedocumentshasappearedin very
particular social and cultural contextsandhas serveddifferent functions. For example,a
promotionalflyer from a travel agencywill showthe colonial architectureandthe
2

particularity of its people - normally and in tune with its reputation, Afro-Cubans dancing
or just standing in the street. However, it is not my intention to visit such an archive in
order to simply determine what particular example of architecture, urban landscapeor type
of citizen are regularly shown and where. This study also focuses on the more important
question of their historicity: how documents analysed came to represent visually Havana's
diversity and how they fitted with the more generic discourses on the city and its role in the
formation of cultural identities

There are several contingencies that have made Havana a prolific site of political
metaphors. The most evident is its location in an island that has undergone forty-eight years
of social engineering and remains one of the last bastions of the socialist experiment. To
this factor, I would add the following: the particularity of its architecture; its geographical
proximity to the United States; and its apparent cultural mixing, as the legacy of both the
African slave trade and Spanish colonialism. This analysis is an attempt to describe the
metaphors insinuated into those representations of the city of Havana that from
approximately the beginning of the 1930shave either colluded with or differed from
predominant contemporary ways of imagining the modem city. This has meant a reexamination of the concept of the `utopian' in modernism and its postmodern critique, and
how it applies to the particularities of the Cuban example, specifically in relation to
theorisations dealing with the modem city and urban utopia. Overall, I have tried to argue
that there are links and continuities between the history of the representation of Havana
during the period considered and parallel changes in contemporary political and
philosophical debates. More precisely, I have tried to identify the connections between the
concepts of the `other' and the `utopian' expressedin Havana's visual representations.

This aspectof my enquiry requiresthe analysisof both internal andexternalconstructions
of Cuba'snational identities and how theseconstructionsare embodiedand performedin
the representationsof Havana'surbanity. After yearsof political and cultural strugglefor
independence(from Spainandthe United States),the city hasnow becomethe signifier of
16cubano4.Although I constantlyallude in this analysisto the formation of a Cuban
nationalidentity, I do not pretendto decipherwhat definesand constitutesit or to trace
back the historical conditionsthat permittedits contemporaryconnotations.Regardingthis
issuethere is alreadyan extensiveliteratures.However,asthe city is generallyrepresented
3

- particularly during theperiod analysed- asthe spacewherethe formation of a national
identity and thepossibilities of its deconstructionhave takenplace(simultaneously),I am
unableto avoid thesequestionswithout severinga very influential discursiveaspectof the
visual recreationsof thecity: the westerndiscourseson national formationsand their
particularconstructionsin Cuba,with the representationsof Havanaastheir embodiment.
Throughoutmy researchI havetried to relate therepresentedHavanawith the more generic
discoursesregardingthe visuality of the moderncity in the westernworld and, particularly,
its associationwith the utopianismof the `Americancity'. In this respect,I havekept the
distinction madeby Henri Lefebvrebetween`the city' asthe urbanspace'sactual
physicality (buildings,roads,parks);and `theurban', asthe social space,madeup of the
relations,the networksandproductionscoming from or `produced'by the city (its
inhabitants,its imaginary,its cultural manifestations)6.
In the caseof Havana,sucha
distinction is highly relevant,asthe spatialdivisions within the city, aswell astheir
have beenmarkedlyinfluencedby questions
characterisationsin the city's representations,
of class,gender,raceand cultural differences.I have focusedon the visuality coming from
the city asmuch asthat comingfrom its urbanity, giving to the analysisof films a
privileged statusin the identification of utopiandiscourseson the urban.Contrary to seeing
film just asthe `analyticaltool of urbandiscourse'7par excellence,I haveconsideredthe
cinematographicasa crucial part of Havana'surbanity, asurbanity in itself, and not only
what it represents.In this sense,I do not defendthe existenceof a `represented'Havanaas
opposedto a `real' or `original' one. It is preciselythis imaginedunity and singularity of
the city to which cinemahasgreatly contributed.It is a very similar processto that
describedby BenedictAndersonduring the formationsof the American andEuropean
nationsas `imaginedcommunities',thanksto the invention of print technology8.The city is
another`imaginedcommunity', thoughvery different in natureto that of the `national
community', which hasbeengiven `unity', and therefore`reality' mainly throughthe
technologyof film9.
This analysisconsistsof the establishmentof discursivelinks - basedmainly in
contemporaryconstructionsof a modem utopianurbanism- betweendocumentsbelonging
to different fields of practice,andacrossperiodsand geographicalareas,whereHavanahas
been(visually) representedasa political and socialunity. In the searchfor and analysisof
4

primary sourcesand documents,I havemainly focusedon historically relevantperiods
whenthe city of Havanaexperiencedimportantpolitical andcultural shifts. The documents
or primary sourcesselectedbelongor refer to theseturning-pointperiods.They havehelped
to defineand/ormystify them, throughrecreationsof Havanaasa metaphoricalsite- either
asa metaphorfor nationalidentity and unity, or of cosmopolitismandcultural diversity, or
(ashappenedat the end of the 1950sand beginningof the 1960s)as a sign of dystopian
capitalistexploitationand decadence.I havetried to establishthe connectionsbetweenthe
ways in which the city hasbeenvisually representedwith the political andphilosophical
debatesgoing on at thetime, not only in Cubabut also in Europeand the United States.
Theseperiods are:(1) thebeginningof the 1930sor the period of the GreatDepression,in
relation to the cultural changesand socialtensionsthat culminatedwith the 1933political
deadlockand the establishmentof a four month `revolutionary' government;(2) the 1950s,
when Havana'surbancentreunderwentits most importanturbanregenerationand
economicspecializationmainly as a servicecity, thanksto massiveinvestmentsfrom the
United States;(3) the period from approximately1961to the endof the 1970s,
characterisedby the tensionsexperiencedwithin the Cubanintelligentsia,oncethe new
authoritiesafter the 1959Revolutiondefinedtheir cultural policy and (4) the so-called
`SpecialPeriod' during the 1990s,after the collapseof the Soviet Union andtheir
withdrawal of economicand cultural support.
Although eachof theseperiodsare coveredin every chapter- eachof which is mainly
organisedthematically - someof the chaptersdraw more heavily from oneperiod,due to
the high relevancethat a particular themehadduring thoseyears.For example,in the
chapterentitledThe AmericanCity: Havana 1933,whereI discusshegemonic
representationsof westernurbanmodernityand the role of photography,the emphasisis on
the era of the skyscraperin New York and the beginningof the GreatDepressionin the
United StatesandCuba- approximatelyfrom 1927to 1938.
This investigationseeksto establishthat during the period considered,1930-2000,many of
the representationsof Havanain film, photographyand literaturecorrespondedwith a
systemof visual repetitions,associatedwith dominantpolitical discourseson urban
utopianismin Europe,the United Statesand Cuba.The purposeof this investigationis not
so much to establishthe extentto which theserepresentationscorrespondwith the `real'
5

stateof things in Havanatoday,but to contributeto the understandingof the `creative'
powerof the visual, asnot only effect but alsocauseof contemporaryurbanlife. My
analysiswill try to describehow theserepresentationsare a result of the interplay between:
a) the visuality of the city, asdefinedat thebeginning of this introduction; b) the historical
eventswithin the period considered(inside and outsideCuba)and c) the expectations
and/orprojectionsonto the city from inside andoutsidethe island.
Although I shall try to establishthe extentto which theoutsider's gazehascontributedto
the formation of Havana'sidentity, I do not expectthis analysisto showa unified picture of
the city asrepresentedby the westernimaginary.Rather,the identity associatedwith the
Cubancity is a fluid anddiscontinuousset of presumptionsof what Havanarepresentsfor
non-Cubansand Cubansalike. There is the questionof whetherCuba shouldbe considered
aspart of the westerncultural tradition. Many Cubanand non-Cubanauthorshave
distinguishedwithin the island the existenceof two parallel traditions,the Europeanandthe
African, with the first asthe dominantand the secondasthe latent andrepressed'°.These
authorsidentify thesetwo traditionsrespectivelywith the white majority andthe black
minority, althoughaccordingto the statistics,nearly half of the populationin Cubais
defined asmixed-race.On the other hand,there areother authors,mainly within Cuba,who
defendCubancultural identity asa mestizoculture, a productof the synthesisbetweenthe
two traditionsand thereforea non-westernculture 1.In ChapterIII haveanalysedthis
questionin depth.However,it is importantto clarify at this point that, eventhoughI am not
trying to give an answerto the polemic describedabove,I havenot madea distinction
betweena Cubanand a `western'representationof the city, or betweenthose `represented'
(the Cubansasthe `other') and thosewho represent(the westerners).What I havedoneis to
take into accountthe role that the mystification of black Africans asthe West's `primitive'
others12had at the beginning of the twentiethcentury in order to assessEuropeans',North
Americans' and Cubans'perceptionsof poor Afro-Cubans andtheir cultural
manifestations.
Although this analysishastaken into accountthe shifts in discoursebrought aboutby the
1959Revolutionwith regardto the city's symbolicrecreations,I havealso focusedon
thosecaseswhen such shifts did not alwaysresult in the replacementof one representation
between
by another.In other words, there are fundamentalcontinuitiesin representations
6

the city as a post-colonial`other' prior to the Revolutionand post-revolutionaryvisual
identificationswith westernideasof socialutopia anddystopia.Thesecontinuitiesare
associatedto ideasof cultural syncretism,the ideological dichotomiesbetweenwork and
leisure andbetweenthe `rural' andthe `urban'. The post-1959political eventsin the island
addedthoseutopian constructionsmore commonlyassociatedto the Marxist tradition of
thought andrelatedto thepossibilities of a classlesssociety.
Finally andmore importantly, I havefound myself putting the emphasison thoseaspectsof
the documentsanalysedwherewhat is at stake,what is being challengedor problematised,
are the socialdynamicsin the city resulting from the encountersand tensionsbetweenthe
two main racially defined groupson the island:thoseof Europeanancestryand thoseof
African ancestry.Needlessto say, I considerthe conceptof raceashistorically and spatially
determined.As C. Loring Braceexplainsin the introductionto his recentessay`... thereis
not a coherentbiological entity that correspondsto what most peopleassumeis meantby
the term' 13andthat `theconceptof `race,' then, is a product of colonizationand,as such,is
a social construct'14.That is, the term `race' is hereunderstoodas an ideologicalconstruct
with historical origins anddefined differently accordingto the spacesandplacesin which it
plays a determinantrole, in this case,the particularitiesof the conceptin Cuba.In this sense
I completelycoincidewith AlejandraBronfinan's analysisof racein Cuba.
The presumptionthat racecan be madesuggeststhat raceis neithera fixed
biological category,nor a primordial attachment,nor a transhistoricalphenomenon
removedfrom spaceand time. Rather,it is a changing,flexible categorythat
emergesout of particular placesandtimes.15
This hasforced me to definemy own position, within this discourse,as a white European
woman,taking also into accountthehistoricity in the conceptof `white' asa racial
category.When I say `racialrelations' I intendto emphasise`white' and `black' as
predominantlyrelationalconcepts,similar to the conceptsof `man' and `woman'. The
categoriesof race and genderare hereunderstoodas ideologicalconstructsconstitutedby
relational dichotomiesthat are at the sametime defined along formative axes(such as
sexuality).For example,in the dichotomy black woman/whitewomanthe former hasbeen
culturally situatedin the sexualityaxis at thepoint of `sexuallyexcessive',while the latter
The premisesof this thesisare not basedon the analysisof
at the `sexuallyrestrained'16.
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black Cubans'cultural specificities,neitheron thoseof white Cubansand their specific role
within the whole of the city's cultural life. It is more accurateto saythat this thesishasthe
intention of identifying, from the documentsanalysed,determiningaspectsin the city's
racial relationsthat, on the onehand,contributeto or problematisethe discourses
surroundingCubannationalmythologiesand, on the other hand,speakof a particular type
of urbanmodernity,sharedwith many othercities in the AmericanandEuropeancontinent.
Hencethe significanceof Havana'snightlife and its representationsasthe space/timewhere
andwhen fixed identities,determinedby the stateof the racial relationsat oneparticular
time in the history of the city, might be more easilydisturbed.I will go sofar asto saythat
this thesis,far from being an accountof the racial relationsin Havanaasrepresentedin the
different documentsanalysed,is an accountof how suchrelationsare constitutiveof a
different type of urbanity, an unplannedand, therefore,conflictual one.Again, whenI say
`racialrelations' I refer to thoserelationsestablishedby the reality of two separatecultures
on the island causedby the ideologicaldiscourseon `race' coming from Europeandthe
United States,which, after the abolition of slaveryin Cubain 1886,continuedwith factual
discrimination and segregation.That writing on Cubais still entangledwith distinctions
between`white' and `black' Cubansis a productof the lastinglegacyof theseideologies
basedon the ideathat blacks andwhites are two different typesof humanbeings,and,
therefore,differently characterised.This takesme to the difficult questionof the relations
betweencultural differencesand ideologiesof `race'. Paul Gilroy haswritten on these
relations as,at the least,problematic:
Oncethe courseof the mainstreamis diverted throughmarginal,underexploited
cultural territory, an emphasison culture can readily displaceprevious attentionto
the recedingcertaintiesof `race.' In theseconditions,the relationshipbetween
cultural differencesand racial particularity getscomplexand fraught...
The emphasison culture asa form of propertyto be owned ratherthan lived
characterizesthe anxietiesof the moment.It compoundsrather than resolvesthe
problemsarising from associating`race' with embodiedor somaticvariation.
Indeed,we must be alert to circumstancesin which the body is reinvestedwith the
power to arbitratein the assignmentof culturesto peoples.The bodiesof a culture's
practitionerscan be called uponto supplythe proof of where that culture fits in the
inevitablehierarchy of value.The body may also provide the pre-eminentbasison
which that culture is to be ethnically assigned.The body circulatesuneasilythrough
contemporarydiscussionsof how oneknows the groupto which onebelongsand of
what it takesto be recognizedasbelongingto sucha collectivity.'?
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In the caseof Cuba,the discoursesbehindthe constructionand transformationsof its
nationalmythologieshavereacheda point wherethis relation betweenthe ideologiesof
`race' andthe reality of cultural differenceis now expressedas a desirefor the Cuban
cultureto be one, onceperceptionsof differencesbetween`blacks' and `whites' arefinally
erased.Statementson nationalidentity and `racial' differenceare in Cubapart of the same
discourse.The problem with this is that, asPaul Gilroy argues`The emphasisis being put
on cultureasa form of propertyto be ownedrather than lived' and it is preciselyin the
lived cultures,not the ownedones,wherethe differencesappearover andover again.In his
definition of the term `culture' andits relation to that of `race', RobertYoung explainshow
this term was in its origins intimately associatedwith the idea of thecity, asthat permanent
settlementcreatedby thosewho started`cultivating' the land and in oppositionto hunters
andnomads.Therefore,Young continues,at the baseof the modem usagesof the term
`culture' lies the old division betweenthe `civilized', thosewho belongto the city, and the
`savages'ýg.What this fact implies is that it was the city that would producethe `civilized'
or `cultured' subjectand not the otherway round.However,onceconceptsof `race' and
later `ethnicity', enteredthe discourseson culture in the westernworld19,this perceptionof
the `racialized' body asbearerand sign of a certainculture explainedaboveby Gilroy, has
in many occasionsproblematisedthe usesof the term culture to the point of renderingit
meaningless.The conceptof culture I havetried to use throughoutmy investigationshould
be understoodasa set of practicesthat are not owned by particular individuals but are
insteadperformedby them. Therefore,it is not that they can be found within the individual
so sheor he is ableto expressthem. The cultural practicesof the city, including the subjects
who perform them, are disclosedby the archival documentsI haveusedto describethe
discourseson Havana,and they are to be found in the city that is, in its actualphysicality
and its representations.
As I explained above,the slavetradeand the legaciesof nineteenthcentury racial
ideologiesin Europeand America createdin Cubasystemsof discrimination,segregation
and exclusionstill functioning today.This has resultedin the developmentof at leasttwo
separatedlived culturesin Havana.Of course,it is not that we find in Havanaonly two
cultures,that of the blacksand that of the whites. As any other big city (Havananow has a
population of approximatelytwo million), Havanais characterisedby overlappingcultural
diversitiesrespondingto the city's spatialandideological divisions basedmainly on
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differencesin race,gender,sexualityand class.In eachdocumentanalysed,I havetried to
discernhow suchdifferences- andtheir inter-relations- haveconstructedHavana's
particular visuality.
Methodology:
Methodologically, the first step in my investigation has been the building of an archive of
visual and textual documents (mainly fictional and documentary film, photography and
literary fiction) in connection with the City of Havana and its visual and performative
particularities, for the period of 1930-2000. These documents have come from North
American, European, Latin American and Cuban sources. Such an archive contains textual
and visual statementson Havana's visuality where the city has been symbolically charged
with present identifications - the constructions of discourses around the Cuban nation - and
future projections. The latter would be those expectations put on Havana as a project in
relation to these discourses on nationality and the more general western discourses on the
city.

This thesisis asmuch visual asit is textual.The group of imagesI have chosenare not here
to illustrate the textual documents,so asto reinforce them.On many occasions,the visual
representationscontestwhat is being said throughlanguage,whetheroral or written.
betweentextual and visualdocumentsare at the level of the discursive.
Correspondences
They mustbe relatedin their interdependence
as statementsconforming the discourseon
the national in Cubaand on the role that the city and its utopian recreations,plays within
this discourse.

To realisethis project I madetwo separatetrips to Havana,lastinga total of five months.I
alsomadetwo other researchtrips to Spainandthe United States.During thesevisits I
consultedseveralarchives,libraries and cultural institutions, searchingmainly for visual
documentsthat had during different periodsbecomerepresentativeof the city.
During my first trip, I was for severalweeksbasedat the Instituto Cubanode las Artes e
IndustriasCinematogräficas(ICAIC), going throughthe film files and documentationand
viewing film materialat the ICAIC Film Archives.
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During this first trip I additionallyconsultedthe CubanNational Archives whereI went
throughCubanmagazinespublishedin HavanasuchasCartelesandBohemia.I also
consultedtheir photographicarchives.Finally, I spenta week at theMuseumof the City
Archives, also in Havana,where I examinedtheir collectionsof photographsand postcards
of Havanafor the period 1930to 1970.
During my second trip to Havana I was mainly based at the Department of History of the
University of Havana, focusing on the documentation related to the contemporary history
of Cuba, and the Fototeca (Cuban Photographic Archives). In this latter institution I
consulted the collections of different Cuban photographers, particularly Constantino Arias.
I also conducted interviews with filmmakers, academics and personnel at the cultural
institutions. One of these interviews was with Julio Garcia Espinosa, a key figure in the
post-1959 development of the Cuban filmography [Appendix I]. The significance of this
interview in the thesis relies on Garcia Espinosa's positioning not only as a cultural
producer but also as participant of the post-1959 debatesregarding the role and nature of
the new cultural productions within the processesof social change then taking place.

In my trip to Madrid I visited two institutions,the SpanishCinematequeand thecollections
at Casade las Americas.I viewed severalfilms producedin Havana,particularly coproductionsand other rare documents.
Finally, I madea final researchtrip to the Walker EvansArchive, at the Metropolitan
Museum in New York, whereI consultedthe documentationand imagesrelatedto Evans'
trip to Havanain 1933.
When inserting a quotation from a Spanishtext not yet translatedinto English, I haveadded
underneatha translationof my own. I have tried to be asfaithful aspossibleto the
original's intentions,thoughthis hasnot alwaysbeeneasydue to the difficulty sometimes
of finding the right English word or expressionthat would matchthe particularitiesof
Overall, however,I feel my translationsare as closeaspossibleto the
Spanish-Cubanisms.
Spanishoriginals.

ii

Interdisciplinarity as methodology:
I havedevelopedan interdisciplinarymethodology,which includesdifferent practicesand
their correspondingtheoreticaldiscussions:Film and Media Studies,Art History, Critical
Theory,Urbanism.Sucha methodologyhasbeenvery useful in makingpossiblea
comparativeanalysisof the different visual and literary representationsof Havana.
Therefore,this analysiscarriesthe methodologicalproblem of comparingvery different
fields of practice(film, photographyand architecture)that add their own historical
developmentsto my interpretation.On severaloccasions,asin the caseof documentsof
architectureand film, I havefound it necessaryto take into accounttheparticular
theorisationsrelatedto themas artistic andsocialpractices.However,it has beenpossible
to move easilyamongdifferent disciplineswhen the criteria followed hasbeenthe
identification of statementson the utopianprojectionson to the city, eithervisual or textual.
I havetried to treat this material asvisual allegories,wherethesestatementsdescribingthe
utopian projectionsonto the city are constructedthroughassociationandreference.
Interdisciplinarity characterisesmany contemporaryworks in the field of Cultural Studies.
For example,PetrineArcher-Straw'swork Negrophilia: Black Cultureand Avant-Garde
Paris (2001), is a good examplewhenappliedto the study of a city's cultural practicesduring the 1920sin Paris - and their relation to westernracial ideologies.Archer-Strawuses
examplesof popular culture, suchasnewspapers'comic tiradesor minstrel theatre,and of
music,literature,togetherwith biographicaldescriptionsof someof the city's cultural
practitionersto describea dominantdiscourseamongthe intellectualand bohemiangroups
in Parison the existenceof a black culture essentiallydifferent to that practisedby the
whites and definedby her asnegrophiliac:the romantisationandobsessionwith thoseof
African descent(eventhough they weremainly North Americanborn) and their cultural
practices.
The methodologicalperspectivein this studyhasbeenpartly influencedby Michel
Foucault's historical archeology,suchasthe history of sexuality,criminality or madness
within the westernworld. I say `partly influenced' because,being insertedwithin the field
of Cultural Studies,apartfrom description,this analysisalsohas an interpretativeintention:
it searchesfor meaningsand intentions,conceptsthat are normally alien to a Foucauldian
methodology2°.Foucault's main influencein this analysisis his definition of his method as
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`archaeology',`which describesdiscoursesaspracticesspecifiedin the elementof the
archive'21,andthe archiveas `thegeneralsystemof the formation andtransformationof
Discoursesare understoodwithin this investigationas corpusesof
statements'22.
statements,not only of what is `sayable'(in this case,theorieson socialutopianismand
discourseson national formations)but also of what is `visible' (buildings, the `racialised'
body and the cinematographicrecreationsof the city). Therefore,statementsarisingfrom
discoursesare asmuch `things' as they are languageor `words'. This investigationfocuses
on this relation betweenthesayableandthe visible23,on how they produceeachother,
creatinga particulardiscourseon the Cubancity. Following Foucault'sapproachto the
analysisof statements,I havetried to look for repetitions,continuities,transformationsand
differencesamongstatements,trying to avoid their insertionwithin a teleology or total
history.

Another aspectof Foucault'smethodologyinfluencing this analysisis his conceptof the
`subject' within the discourse,not asan 'author 24of statements,but asa `subjectposition',
as thosepositionsoccupiedby individuals within a discourse.According to Foucault,
subjectsare producedthroughdiscoursesand they can be defined as `subject-positions'25.
In my investigation,I havetakeninto accountthe positionsoccupiedby the individuals
who havereproducedthe different statementson the city. Whetherthey are responsiblefor
reproducinga narrativeof the nationalor thedichotomiesbetweenwork and leisurewithin
the urban,their statements- in the literary, cinematographic,photographicor evendance
forms - relateto eachother within the generaldiscourseson the city, asrepetitions,
differences,continuitiesor ruptures.
In summary,this investigation'smethodologyis characterisedby: (1) an interdisciplinary
approach:The relevanceof the different documentsfrom different fields of practicethat I
haveusedin my investigationis exclusivelydependenton their role in the constructionof
discoursesregardingthe Cubancity andhow they relate to ideasof `otherness'and utopia.
Another interdisciplinaryaspectof this project is the analysisof the history of Havanain
relation to its contemporaryvisuality andvisibility26.(2) A comparativeapproach,
conductedat three different levels: acrossdisciplines,acrossperiods(mainly pre and postrevolutionary)27and acrossgeographicalregions(the geographicalcontextof the primary
sources:Europe,Cuba,the United Statesor other).(3) An archaeologicalapproachin the
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Foucauldiansense:my project hasbeenguidedby the searchfor continuities,repetitions,
transformationsanddifferencesof statements(the sayableand thevisible) in the discourses
on the city of Havanaand how they relateto the generaldiscourseson urbanutopianism
andnational formationsduring the period considered.However,I shouldalso distinguish
within this analysisan interpretativeintention,asthe searchfor intentionsand meaningsin
statements,insteadof just limiting my analysisto their description.
Building an archive:

The analysisof primary sourcestakesinto accounttwo different areasof enquiry.First of
all, the field relating to authorshipandaudiences(by whom are the primary sourcesmade
and to whom are theyaddressed).It is not a questionof who is speaking,but the position
from which they speak.For example,the film by the Cubandirector TomasGutierrezAlea
Memoriasdel subdesarrollo(1968)was shotduring a period whenthe role of the
intellectual andartist in the revolution was underquestion.This field will alsotakeinto
accountthe debateregardingaudiencesasproducersof meaning.In this respect,this
analysistries to avoid the simplistic dichotomybetweenthe Cubanandthe outsiderwhen
comparingdifferencesin meaningand interpretationand, therefore,draw similarities and
differencesbeyondgeographicalboundaries.Secondlythereis the areaof usage,which
relatesto the purposesto which the documentswereput. For example,Walker Evan's
photographsof Havanafrom 1933were createdto illustratethe essayTheCrime of Cuba
by North American political writer CarletonBeals.This essaywas an attemptto denounce
the stateof poverty andrepressionin the island underMachado'sregime.However, some
of theseimageswere later re-usedin a very different context,within an art gallery and as
having an `author'. The relevanceof this arearesidesin identifying the initial intended
perceptionswhen the documentsare put at the serviceof a specific objective.
As a short review of the literaturedealingwith the analysisof documentsrepresentingand
defining Havana,I needto mentiontwo bookspublishedin Spanish:EnmaAlvarez Tabio's
La invenciönde La Habana (2001)28and Yolanda Izquierdo'sAcosoy ocasode una
ciudad.La Habana de Alejo Carpentiery Guillermo CabreraInfante (2002)29.Thesetwo
texts dealexclusively with literary works producedby well-known Cubanwriters, suchas
Alejo Carpentier,LezamaLima, ReinaldoArenasor Guillermo CabreraInfante. Alvarez

Tabio'sbookis concerned
with thepoeticdescriptionof thedifferent`Havanas'foundin
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eachof the authors'literary recreationsof the city. Shepresentstheserecreationsnot as
documentsfulfilling a discursivefunction, but asproductsof theauthors' own imaginary
and, therefore,disconnectedfrom the generaldiscourseson the city during the periodsin
which the works wereproduced,thoughin somecases,sheconcedeshistorical
parallelisms.Izquierdo's work focusedexclusivelyon Carpentier'sand CabreraInfante's
cases,alluding to the connectionsbetweenthe literary and other examplesof the city's
cultural productions,particularly its music.Thereis alsoa recenttext publishedin English
by British historian Antoni Kapciaand entitledHavana.TheMaking of Cuban Culture
(2005)30.This work dealswith the questionof the historical formation of a Cubannational
identity throughthe analysisof its capital's cultural life. However,in this book, Kapcia
focuseshis analysison the post-1959effectsof cultural policies, for examplethe creation
of casasde cultura (cultural centres),without looking in detail at the specific cultural
productionsandtheir contributionsto the formation of the city's identity. Overall it is a
very comprehensivehistorical survey of post-1959cultural life in the city.
I havedivided this thesisinto sevenchapters,accordingto thematiccriteria. I haveavoided
orderingchaptersfollowing chronologicalcriteria so asnot to give the impressionthat there
hasbeena logical causationbetweendocuments,with one set of representationsoriginating
the next. Each chapterremainsindependent,linking with the precedingand following
chaptersthroughthe synchronicitiesanddiscontinuitiesbetweenthe different statements
belongingto the generaldiscourseson the nationaland the city's role in reflecting them.
This thesisbeginswith an analysisof Havana'srepresentationsduring the 1990sand
finisheswith a particularcasestudyfrom the beginningof the 1930s,the decadeof the
Great Depressionin the United StatesandCuba.The reasonto endmy analysisfocusingon
the 1930shasbeenprecisely to put an emphasison this lack of causationand on the
synchronicitybetweenstatements.
The first chapteris an introductoryanalysisof thoseconceptsand ideasthat, particularly
during and after the decadeof the 1990s,havebeenmost commonlyassociatedwith the
city of Havana.Theseconcepts,frequentlyfound in the numerous`statements'on the city
producedat the end of that decade,are relatedto the tradition of westernutopian thought
and the function the anachronichaswithin this tradition. I havetaken into accountthe

1980sand1990stheorisations
thatfocusedon whathasbeencalledthe `returnto tradition'
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in the `postmodern era'31,and how they relate to the theoretical discussions around the
32.
concept of the `other' in post-colonial theory Both sets of theorisations have much to say
on the sudden interest in the city of Havana that arose mainly in Europe and the United
States during the 1990s.I also relate this discourse on the Cuban city to the concept of
hetereotopia as theorised by Michel Foucault33.This introductory chapter conceptualises
those utopian elements related to the representation of modern cities in the West, which
will be present in the documents analysed in the following six chapters in relation to
Havana.

The secondchapterlooks at the literaturedealingwith the questionof the formation of
Cubannationalidentity. This chapteridentifies thoseconceptsthat havebeentraditionally
usedto describethe processesof cultural transformationthroughthe encounterbetween
different traditions.Theseconceptscome from the fields of ethnographyandanthropology
and they are:hybridity, creolization,syncretism,transculturation,mestizaje,andtranslation.
I have looked at specific casesin the Cubanbibliography to identify how someof these
conceptshavebeenappliedand in referenceto which cultural traditions. I have also
identified thoseaspectsin Havana'srepresentationsfrom the nineteenthcentury where
thesediscourseson nationalidentity becamerelevant.
The third chapterfocusesmainly on Havana'sarchitecturaland urbanpeculiarities.I have
investigatedthosebuildings that havedefinedits skyline from the beginningof the 1930s
until after thepolitical eventsof 1959.They are also the buildings usedin most of the
cinematographicproductionsbasedin Havana,in orderto function assignsof the city, or,
asMacCannellhascalled them,its `symbolicmarkers'34.I discussthe new approachesto
the visuality of theold colonial city after the 1950sand 1960surban developmentsin most
of the world cities, which meantthe disappearance
of many partsof the old architectures
andspacesand their replacementwith examplesof North American-inspiredmodem
architecture:mainly high-risebuildings designedunderthe premisesof functionalism and
formal purism that characterisedthe modernstyle in westernarchitecture.This chapter
relatesthe conceptsof the `baroque',astheorisedandusedby different authors,asbeing at
the core of this contemporarylook at the colonial city of Havana.As in the other six
chapters,I haveanalysedeachcasein relation to their political and cultural contexts,taking
into accountshifts in meaningsbrought aboutby political and socialchanges.This chapter
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dealswith the dichotomiesbetweenthe old colonial city or the `baroquecity' and themore
`North American' city of El Vedado-a subjectalreadyextensivelywritten about,
particularly by the architectandurbanistRobertoSegre.Another importantsectionof this
chapteris the descriptionof the `hotel' asan architecturalcategory,which, having adopted
the aestheticpremisesof westernmodernarchitecture,transformedHavana'sskyline
during the 1950s,addingnew layersof meaningto its visuality. I haveanalysedthe
romantisationof the old city by Cubanintellectuals- particularly Alejo Carpentier- and the
new Cubanauthoritiesbefore andafter the 1959revolution in the light of the new
architectureandits meanings.
ChapterIV is dedicatedto the representationof Havana'surbanspacein cinema,
continuingthe discussionsof ChapterIII regardingtheaestheticsof the old city andthe
political metaphorsderived from them. In relation to the spatialpolitics in the city, I discuss
the themeof urbanspatialsegregationasmarkersfor the city's racial relationsat the time
of eachdocument,a subjectthat is followed throughsubsequentchapters.
ChapterV exploreswhat I suggestis the presentmystification of pre-1959Havana,
particularly during the 1950s,when the United Statesentertainmentindustry invested
heavily in the Cubancapital. In this chapterI discussthe dominantrepresentationsof the
city, mainly in Hollywood musicals,suchas Weekendin Havana (1948)and Guysand
Dolls (1955). Thesecinematographicproductions,usedin part to promoteHavanaasan
had a decisiveimpact on future recreationsof the city during the
ideal holiday destination35,
1950s,particularly amongdissidentgroupsin the United Statesand more recently in Cuba,
asin the caseof Enrique Cirules' booksEl Imperio de La Habana andLa Vida Secretade
Meyer Lansky in Havana36,and in post-1959Hollywood productionssuchas The
GodfatherII (1974)by FrancisFord Coppola.This chapterdiscussesthe dichotomy
establishedbetweenwork and leisureand its visibility in most of Havana'srepresentations
during that decade(aswell asin many later recreationsof the city during the 1950s).The
conceptof Havanaas a city designedfor theuse and enjoymentof theNorth American
tourist was,then, first positively encouragedby the Cubanand United Statesculturemakers,andlater representedby thepost-1959Cubanauthoritiesas a sign of cultural
decadenceand the United States'dominanceover the island. In both cases,it was a
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statementconstitutiveof thediscourseson the relationsbetweenthe dichotomy
work/leisureand utopianprojectionsonto the Cubancity.
ChapterVI analysesthosedocumentswherethe earlier chapter'sdiscussionson Havana's
nightlife is representedoutsidethe simplistic `goodversusevil' polarity establishedby the
new Cubanauthoritiesand the mainly Miami-baseddissidentgroups.The first is the novel
ThreeTrappedTigers(1964)by the Cubanwriter Guillermo CabreraInfante.The other
documentsare the films Cubabaila (1963) andSon o no son (1977)by Cubanfilmmaker
Julio GarciaEspinosa.In both casesHavana'snightlife appearsneither `decadent'nor
`paradisiacal',neither `luxurious' nor `exploitative', but the site of countercultureand
artistic renewal,thanksto the dynamicscausedby the reality of cultural differencein the
city andtheir apparentreconciliation at night. This chapterdescribesthe associations
betweenthis mystification of Havana'snightlife andthe statementson the `otherness'of
Afro-Cubans,in orderto describetheir function within the discourseon the formationsof a
Cubannational identity.
The last chapterfocuseson theyear 1933,a year that, asproposedby many Cubansand
non-Cubans,representeda turning point in the cultural and political history of the island37.
In this year the North American photographerWalker Evanswas commissionedto illustrate
CarletonBeals's essayTheCrime of Cuba(1933).The analysisfocuseson how Evans
representedurbanmodernity in Havana,in relation to thoseother imagesfrom theUnited
States'urban centershe selectedfor his exhibition AmericanPhotographsat the Museum
of Modem Art in New York in the year 1938.Havana'srepresentationshavebeeninserted
within the discourseson the `AmericanCity', emergentduring thoseyearsand of which
Walker Evans' photographsare aparadigmaticexample.In this last chapter,I have focused
on one particular image,CitizenDowntownHavana,which, after its inclusionin the
exhibition AmericanPhotographs,immediatelybecameone of the most popularimages
from the Havanaseries.My analysisrelatesthe perceived`Americanism' of this imageto
the new statusAfrican Americansacquiredafter the 1920srenaissanceof African
American culture in the United Statesand its popularisationin Europe,mainly Paris.In
relation to earlier chapters,this chapterservesto link - historically and ideologically - the
Cubanand the United States'national projects,throughthe particularitiesof their
representedurbanitiesand aspart of the sameutopian discourse.
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Chapter I: Utopian Anachronisms and the Contemporary Nostalgia for
the Lost City: Havana in Cinema and Photograahy During the `Special
Period'

This chapter discusses those concepts now most associated with the contemporary visuality
of Havana and widely used in contemporary writings and recreations of the Cuban capital.
Utopia, dystopia and heterotopia are the three most common terms applied to Havana

during the ten yearsof the `SpecialPeriod', that is, the decadethat followed the collapseof
the Soviet Union, whenthe island went throughone of its mostacuteeconomiccrises38.
Togetherwith thesethree concepts,I will discussthe ideaof the anachronicimageand its
Methodologically,this chapter
utopian characterin Havana'scontemporaryrepresentations.
consistsof the analysisof the mostrepresentativephotographicand cinematographic
representationsof Havanaduring the 1990s,usingWim Wenders'music documentary
Buena VistaSocial Club asexemplaryof this trend.This discussionattemptsto elucidate
how the pairing of different concepts,the anachronicand the utopian,andthe utopian and
the heterotopian,finds a modemvisual analogonin thesemost recentimagesof Havana.
Within the generalcontextof the thesis,this chapterservesto define theparticular
utopianismsfound in the most commonlyrepresentedaspectsof Havana'svisuality, which
will be analysedin depth in the following chapters.This hasrequireda precisedefinition of
the utopian,a conceptthat in this thesishasan eminently visual character.
Cubancultural manifestationsbecamea strong focus of attention in the
During the 1990s39,
EuropeanandNorth Americancultural contexts.Therewas a sharpgrowth in the
consumptionof traditional Cubanmusic and, within the art world, the island's visual arts.
Oneof the main reasonsfor such a promotion of anything Cubanin the West hasbeen
basedon the island's political particularities: the fact that after the dismantlingof the Soviet
Union, Cubaremainedthe only communistcountry in the westernhemisphere.Taking into
accountthat Cubawas considereda socialexperimentstill in progresswithin the western
world, its appealafter the eventsof 1989in Europewould be mainly relatedto this
perceptionof the island asa relevantpolitical rarity on its way to extinction. Many of the
art exhibitionsheld in Europe,Canadaandthe United States,groupedthe work of
contemporaryCubanvisual artists during the 1990sand mostly showedart works
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commentingon or drawing from thepolitical and economicisolation of the island.It is
enoughto list the titles chosenfor many of the exhibitionson Cubancontemporaryart
during the 1990sto accountfor this striking unanimity regardingthe political metaphors
associatedto the island's artisticproductions:
Contemporary Art From Cuba: Irony and Survival on the Utopian Island (New York:
DGE, 1999); Utopian Territories: New Art From Cuba (Vancouver: Contemporary Art
Gallery, 1997); Cuba: Maps of Desire (Vienna: Folio Verlag Wien-Bozen, 1998); Cuba:
The Possible Island (Barcelona: Centre de Cultura Contemporania de Barcelona, 1995);
The Future Island: YoungArt From Cuba (Gijon, 1998)

In the different cataloguetexts accompanyingtheseexhibitionsthe Cubanspace,andmore
particularly, the City of Havana,was constructedasan `other' to thewesterncity, asa
metaphoricalspacestandingfor the end of utopian thoughtin the westernworld and a
nostalgiclook backwardsat a decayingutopian project. After the secondhalf of the 1990s,
referencesto the statusof utopianthought in the westernworld becamethe necessary
theoreticalbackgroundwhen introducingthe island's artistic productions.These
theorisationswere in someinstancesjust rhetorical commentson the associationsbetween
the imageof the island andthat of utopia, as imaginedin literatureby ThomasMore, the
founderof the utopian literary genrein the West (Utopia was the actualnameof an
island)40.In More's text the ideal societywas placed on an island,very conveniently
separatedfrom other realities that could influence it anddivert it from its stateof
perfection.In the catalogueto the exhibition Utopian Territories: New Art from Cuba,held
at the Contemporaryand Morris andHelen Belkin Art Gallery in Vancouver,the curators
explain the constantreferencesto the subjectof migration in many of the works exhibited
asa sign of the utopianismpermeatingthe island's cultural productions: `It is not surprising
that many of the works dealwith the themeof migration. A utopia alwaysexistsat the end
or at the beginningof a journey. The island is actually the pretextto showthe individual
confronting the uncertaintiesof infinity and the unreachable...."I'
However,on other occasions,there was a much more direct and lessrhetorical association

betweentheCubanrealityduringthe 1990sandthefailureof therationalistand,more
importantly, emancipatoryproject initiated during the Enlightenmentin America and
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Europe,including the utopianismat the centreof the Marxist tradition42.This referenceto
Marxism echoedJean-Frangois
Lyotard's earlier theorisationsregardingthe `breakingup of
the grandnarratives'in his text ThePostmodernCondition (1979)43.In his discussionhe
includedMarxism asone of the most influential totalising modelsduring the twentieth
century.The Marxist narrativewas basedon the division and conflict betweensocial
classesin orderto explain socialchange.In Lyotard's analysis,this modelhad endedup
helping in the self-regulationof liberal political systems(via tradeunionism and
negotiationin conflict resolution)or in theperpetuationof the totalitariantendenciesin
thosesystemsclassifiedas communist(wheresocial struggleswere `disappeared'once
classdivisions wereapparentlyremoved). Lyotard arguedthat onceMarxism had lost its
theoreticalground asa critical model of society it was finally `reducedto the statusof a
6utopia' or `hope" as

The perceivedutopianismof the socialistnarrativeswas highly influential in the above
associationsbetweenCubaandthis renewedwesternpolitical scepticismdescribedby
Lyotard. However,I would like to arguethat it was not only the fact that Cubawas a selfdefined socialistcountry that createdthis discourseon the utopian aroundits socialand
cultural manifestations,including its visual arts. It was also a result of Havana'svisual
particularities,partly a product of the different historical developmentsexperiencedby the
city after the 1959revolution, but also reminiscentof social and cultural contingencies
which go further back in the city's history.
The over-exposureof Havana'svisual particularitiesduring the 1990swas mainly a
photographicphenomena.Togetherwith this promotion of the island's visual artsin Europe
andNorth America, the decadeof the 1990ssaw the proliferation of photographybooks of
the city takenby EuropeanandNorth Americanphotographers.Among the most
representativewere: Tony Mendoza'sGoing Back (1997); David Alan Harvey's Cuba
(1999); GianfrancoGorgoni's Cubano100%(1997); Claudio Edinger's Old Havana
(1998); RendBurri's Cubay Cuba(1997);Tria Giovan's Cuba.TheElusiveIsland (1996);
Michel Renaudeau'sCuba (1998); Vincenzo Pietropaolo'sMaking Home in Havana
(2002); Nicholas Sapieha,Engels,Hans.Havana (1999) and FrancescoVenturi's Old
Havana. Cuba (1991).
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These books, using the photographic traditions and codes of the documentary in artistic
photography, visually contributed to the discourses then surrounding the island's status
within the international sphere as a space of difference and otherness. In most of them
Havana appearsto the European and North American as a visual anachronism. The term
`anachronic', literally meaning something wrongly brought to a time to which it does not
belong, whether a past or a future, refers within this analysis to those aspectsin the city's
visual peculiarities, that, through representation, have contributed to the formation of an
image of Havana as a-temporal, as a city `frozen in time'. The primacy of the anachronic in
these images is in part a product of each of the photographers' choices when selecting from
the very diverse visual material commonly found in the city. In order to represent it as a
different urban space, contrasted to the visual particularities of cities such as New York,
London or Tokyo46, these choices have more often than not been associated with what

would be perceivedasan anachronismto the Europeanand North Americanviewer. For
example, one of the most commonly recognised anachronisms from Havana is the image of
the North American car from the 1950s,still widely used in the Cuban city [illustration 1].

IIii

AI II ciiýjII
tIIti() ii i. I (Ic iI)
My
r.
own photograph (2006)

What is interesting about this anachronism is not its ability to tell us anything new about
reality in Cuba, but more its ability to reminisce about the United States' cultural past, now
seen as a national project intimately linked from the beginning of the twentieth century to
the technological invention of the car and its contribution to the development of a particular
type of culture. The 1950s American car is nowadays, to the North American and European
spectator, a relic, a museum-object. As Benedict Anderson discussed in Imagined
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Communities, the museum has traditionally fulfilled a particular function: to be the space
where the individuals from a particular tradition identify themselves in the present as
members of the same political and cultural project through the re-invention of a common
past47.Relics or antiquities such as the car from the 1950sin Havana are objects that have
traditionally contributed to such recreations of the past and the construction of national
narrations in the present.

There are other less widely recognised usesof the anachronistic in the photographic
representations of Havana mentioned above, accomplishing, however, a very similar
function. In Tria Giovan's book of photographs entitled Cuba. The Elusive Islanct8, there is
an image of typical 1950s hotel furniture still existent in the interiors of many of Havana's
hotels [illustration 2]. Formally, this furniture's style is also recognisable as belonging to
the decade of the 1950s, though, in reality as a style, it follows the aesthetic premises of
modern design, developed nearly in its entirety in Europe during the 1920s. We could
compare this image to the one above of the American car from the 1950s, and seeit again
as not only the representation of objects designed under a style now considered out of
fashion, but also, as the American car, as an image of museum- objects, relics from the
historical past of Europe and North America, representative of an era now perceived as
ended. These are furniture pieces of modern design, which follow the samearchitectural
style of the very hotel housing them, the Hotel Habana Libre [illustration 3]. They are again
museum-objects to those who have stopped looking at them as `modern', that is, as
designed in a style believed to be universal.

Illustration 2. Tria Giovan. Photograph
of hotel furniture at the Hotel Habana
Libre in Havana (1996)
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Illustration 3. Hotel Habana Libre,
Havana, showing mural by Cuban artist
Amelia Peläez.

Due to its contemporary representation as a city-museum, Havana has already been
described as a heterotopical space by several authors among them, Gerald Matt in 199849
and Ana Maria Dopicos in 200250.In fact, when Michel Foucault defined the concept of
`Heterotopia' in his essay `Different Spaces', he included the museum, together with
cemeteries, old colonies and vacation villages:

[They are] real places, actual places, places that are designated into the very
...
institution of society, which are sorts of actually realized utopias in which the real
emplacements, all the other real emplacements that can be found within the culture
are, at the same time, represented, contested, and reversed, sorts of places that are
outside all places, although they are actually localizable. Becausethey are utterly
different from all the emplacement that they reflect or refer to, I shall call these
51
places `heterotopias'.
Each heterotopia, in Foucault's theorisation, has a specific function within the society that
has constituted it. Old Christian colonies in North America, founded as recreations of ideal
communal societies, for example, are described as heterotopias that fulfil a function of
52,
compensation functioning as an `other' to the society that surrounds them. Such
compensation is possible thanks to the fact that they are normally spatially constrained, and
on occasion, as I will explain in a later chapter, also temporally constrained.
Heterotopias also allow within themselves the juxtaposition and links to other times
(heterochronies) and other spaces.In order to enter them, still following Foucault, you must
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go through `a systemof openingand closing', which keepsthem separatedfrom the other
spacesof societywhile allowing for themto be `penetrable'53.
By following Foucault'stheorisationsof the heterotopical,I amnot trying to describethese
contemporaryrepresentations
of Havanaasthe representationsof an existingheterotopia.
Exceptingits particularities,Havanais, first of all, a city in many waysvery similar to other
world cities. However,asvisual representationsof a spaceperceivedasan `other', they
might be accomplishinga heterotopicalfunction that is normally associatedwith the
nationalmuseumswithin EuropeandNorth America. Going back to Tria Giovani's images
of hotel furniture from the 1950sin Havana,the questionstill remainswhy this imageis so
attractiveto the EuropeanandNorth Americanvisitor in the Cubancity during the 1990s
and why it is so relevantthat it was taken in Havana.This fascinationfor Havana's
anachronisms,including its architecture,is in many ways relatedto thetransformationof
the modemutopian projectionsonto the city that characterisedthe first half of the twentieth
century in EuropeandAmerica. It was during the 1960sand 1970sthat the development
andlater crisis of modernarchitectureandurbanplanning startedto be theorisedby authors
andarchitectssuch asJaneJacobs,CharlesJencksand RobertVenturi.
In his now classictext TheLanguageof Post-ModernArchitecture from 1977,Charles
Jenckscharacterisedmodemarchitectureasa style basedon the principlesof rationalism
and functionalism- principlesthen thought of asuniversaland thereforeapplicableto any
culture. Jencks'criticism mainly addressedthe architectsMies Van der Roheand his
introduction of the `univalentform'54and also Le Corbusier,ideologueof the `International
Style', who arguedthat an architectureandurbanismbasedon the principlesof rationalism
and functionalismwould createa type of society characterisedby its urbanity wherethe
conflicts betweendifferent socialgroups,due to chaoticeconomicgrowth, would be
mitigated, at leastin part". According to Jencks,this deepsocial utopianism,which
characterizedthe beginningsof the modem style in the new urbanplans for the European
andNorth American cities,disappearedgraduallyafter the SecondWorld War. In fact what
disappearedwere the aspirationsof liberal architectsand urbanplannersto transform
However,accordingto Jencks,modem
societythrough the rational planning of citieS56.
architectureasa style becamehegemonicandwas, onceEuroperecoveredfrom the Second
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World War, extensivelyappliedto the majority of public constructionsin the West:not
only factories,but alsoschools,hospitalsand socialhousing.
No doubt in terms of expressionthe architectureof Mies van der Roheandhis
followers is the most univalentformal systemwe have, becauseit makesuseof few
materialsanda single,right-angledgeometry.Characteristicallythis reducedstyle
wasjustified asrational (when it wasuneconomic),and universal(when it fitted
only a few functions)57
Modem architecturetook every culture asits province,it claimed to be universal;
andunderthe pressureof fashion,technologyand speciousargument,theseclaims
haveled to its indiscriminatepracticearoundthe world. 58
In this text, Jencksdescribesmodemarchitecture'sparadox:an architecturethat was
conceivedin its beginningto precipitatehumanemancipationsooncameto representthe
exploitation of men by men,with the aestheticmodelof the factory appliedto all social
functions:education,health,recreationandhousing.Among this lastcategory,therewas
not only the typical socialhousingdedicatedto manualworkers,but also thosefrom the
growing tourist industry, the hotels.In fact, the boom in the constructionof hotelsthat
brought aboutthe developmentof the tourist industrywas directly connectedto the
expansionof the modem style in architectureto all thoseregionswhereEuropeandNorth
America exercisedan importantpolitical and economicinfluence,regardlessof lifestyles
andcultural differences.
Jencks'critique of the modernstyle would later help to definewhat he identified asa postmodem59architecture,an architectureno longer aspiring to universality and, therefore,
basedon a non-hierarchicalapproachto the reality of cultural differencesandthe different
As a kind of programmatic
typesof architecturethis attentionto the local shouldproduce60.
manifestoto post-modernarchitecturein the United States,Robert Venturi, DeniseScottBrown, and StevenIzenourpublishedin 1972the book Learningf rom Las Vegas61,
describingthis city's use of pasticheand overlappingof styles- thoughexcessive- asan
aestheticalternativeto modernarchitecture's`purist style'. Las Vegasrepresentedto the
authorsthe possibilities of non-hierarchicalappropriationsin architectureof stylescoming
from different times, different culturesand different social groups.
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Nearly ten yearsafter Jencks' essay,AndreasHuyssenpublishedAfter the GreatDivide
(1986), wherehe characterisedthe new aestheticsof thepost-modemdevelopedin Europe
His central argument,hencethe title of
andthe United Statesduring the 1960sand 1970562.
his book, was that modernism'smain ideologicaltrait was the hierarchicaldivision of
culture, with massculture or kitsch at the bottom and high culture at the top, then being
challengedby new tendenciesin the artsand theoreticalstudiesof culture:
But one thing seemsclear: the greatdivide that separatedhigh modernismfrom
massculture andthat was codified in the variousclassicalaccountsof modernism
no longer seemsrelevantto postmodernartistic or critical sensibilities.63
Huyssenassociatesthis breakingup of the modemdivisions betweenhigh and low culture
with the generalclimate of crisis exacerbatedat the endof the 1980s,which he identifies as
a cultural and political identity crisis in EuropeandNorth America (also recognizedin
1984by Lyotard in ThePostmodernCondition). Oneof the many answersto sucha crisis,
following Huyssen,had beena `multifacetedand diversesearchfor the past(often for an
64,
alternativepast)' initiated during the 1970s,whenmany artistsin North America and
Europehad beenlooking to the beginningof the twentiethcentury's artistic avant-gardesas
their traditional past.Therefore,the `newness'of the artistic tendenciesduring the 1970s
and 1980swere basedon the visuality of the very old. The multiplication of photography
booksportraying the ruinousstateof Havana'sold architectureduring the 1990sformed
part of this sametrend. Havana'svisuality at the time, fitted with thesenew aesthetics
basedon the non-hierarchicalquotationsof an `alternativepast', in the sameway that Las
Vegas' visuality had donein 1972.However,it was preciselythe fact that such quotations
werenon-hierarchicaland, therefore,implied the recoveryof any `past' amongthe many,
aswell asany culture amongthe many,that they endedup blurring the apparentdivision
betweenthe modemand the postmodern.Bruno Latour, for example,did not think that
such separationreally existedbecause,asthe title of his book declared,WeHave Never
BeenModern:
They [the post-moderns]feel that they come `after' the moderns,but with the
disagreeablesentimentthat thereis no more `after'. `No future': this is the slogan
65
addedto the moderns'motto `No past'
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Havana'snewly discoveredpeculiarvisualities,asrepresentedduring the 1990s,cameto
visually illustrate this motto, `No future', or what a possible`non-future' to our present
might `look like'. The imagesof an `out-dated'modernistfurniture in the interior of
Havana'salso modernhotelsunravel this paradox:they presenta city still submergedin the
modernmythologiesof socialchangeand historical progress.Becausethey havebeentaken
in Havanaandnot in any other city, their evocativepower residesin a prior knowledgeof
the role that this particularurban spaceplays amongmodemprojectionsof the ideal city in
Europeand America. It is in this new look of westernerstowardstheir own cities, Havana
being one of them,wherewe must situatethe suddeninterestfor theruinous stateof much
of Havana'sold architecturein Europeand North America. The Cubancapital's visual
particularitiesmadeit a model of the `non-modern'city. The utopianismfrom the
beginningof the twentieth century,particularly amongthe Europeanartistic avant-gardes,
had createdan imageof the future city basedin its entirety on technologicalinnovation,
with the universalistandrationalist aestheticsof modernarchitecture". At the end of the
1980s,the future city, that is, the desiredor utopic city, startedto becomemuch more
associatedwith the aestheticsof thevery old, andthe City of Havanabecamean exemplary
caseof this new image.It could be that the utopic imageof the city, and therefore,of the
future society asa whole, has beentransformed.According to Bruno Latour, this was not
of the endof the Cold War:
only the consequence
All datesare conventional,but 1989is a little lesssothan some.For everyonetoday,
the fall of the Berlin Wall symbolizesthe fall of socialism. The liberal West can
...
hardly contain itself for joy. It has won the Cold War.
But the triumph is short-lived.In Paris,London and Amsterdam,this same
glorious year 1989witnessesthe first conferenceson the global stateof the planet:for
someobserversthey symbolizethe end of capitalism and its vain hopesof unlimited
7
conquestand total dominion over nature.
To be ableto establishhow the conceptof `Utopia' (in relation to the possibilities of
imagining the future) relatesto Havana'svisuality, it is necessaryto frame and
contextualisewithin this analysisthis concept'smany definitions.
Ruth Levitas has explainedin her text TheConceptof Utopia", that within the theoretical
field of utopian studies,the definition of the conceptof `utopia' hastraditionally depended
on theposition from which the different authorshavelooked at theutopian: that is, whether
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they haveprioritised its form, contentor function. For example,basinghis definition on the
formal, Krishan Kumar hasdefined utopiaasa literary genre,in the form of the novel,
wherethe narrationtakesplacein an `imagined' ideal society,characterisedby the
goodnessof its institutions,peoplesandvalues69.Etymologically this is strictly the origin
of the conceptasinventedby ThomasMore in his fictional accountUtopia (1516).
However,such a definition would limit the utopianto literary fiction, excludingfrom its
analysisthe visual representationsof the `ideal' or `desired'now presentin photography
andfilm, but also with a historical pastin the more traditional visual arts.The extensive
work by Ernst Bloch on this subjectidentifies pictorial representationsof imagined
architecturesasfulfilling visually what he understandsasthe utopianfunction. In Bloch the
utopian is defined asthe expressionof desire,the desirefor a better life70.Lyman Sargent,
thoughwriting on utopianismin literature,hassecondedthe ideathat the utopian cannotbe
limited to textual analysis:
We must recognisethat in no time wereall socialaspirationsof a peopleexpressed
in a form that fits within the boundariesof a literary genreno matter how elastic
thoseboundariesare to be made Therefore,if we areto fully understandthe
...
utopian vision of a peoplewe must stepbeyond [texts] ... to other forms of
expressionsuchasreligion, architectureandmusic ... the social dreamingthat we
7'
call utopianismexistsin every form of humanexpression.
Coming back to the concept'setymology,in Frankand Fritzie Manuel's historical account
of the utopian in Europeanthought, ThomasMore's concepthasa conclusivemeaning:the
`no-place': `ThomasMore ... combinedthe Greekou, usedto expressa generalnegative
andtransliteratedinto the latin u, with the Greektopos,placeor region,to build Utopia.
02

However,Ruth Levitas deniessuch definitive etymology,defendingutopia's meaningin
ThomasMore as intentionally ambiguous.According to Levitas,the prefix addedto the
Greekword topos (place)could haveeither beeneu (good) or ou (no), or, asLevitas argues,
both at the sametime: `The title,

is joke. It containsdeliberateambiguity: is this
... a
eutopia,the goodplace,or outopia,no place- andare thesenecessarilythe samething?'73.
What is more,there is the relation of the utopian with the time-constructsof `past',

`present'and `future'. In the socialistutopia, asderived from Marx's writings, particularly
the CommunistManifest and TheGermanIdeology, the ideal stateof things belongedto an
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imminent future. The socialistutopia is only an `inevitable' andnecessaryresult of
historical progress,thoughMarx and Engelsconsideredtheir theorisationsnon-utopian74
As Fredric Jamesonexplains,the link betweenthe `utopian' and the `future' in Marx and
Engels' writings on social changerefersto the existenceof utopian elementsin eachof the
different typesof societyor `modeof production' along history, that would give to every
presentthe capacityto imagineits future75.However,Jamesonalso explainsthat since
Marx and Engels' criticism of what they termed `utopiansocialism',many haverejected
this link betweenMarxian socialism,the political movementsassociatedwith it andthe
tradition of utopian thoughtin the West76.
For example,Judith Shklar discussesin her essay`The Political Theory of Utopia: From
Melancholyto Nostalgia', that the ideaof `utopia' was originally a constructfor
contemplationof the ideal that was in no time or spaceand did not imply any kind of action
for its realisation.Also important in her argumentis the fact that in the prehistoryof
utopian thought,in classicalGreece,`the ideal' was not linked to a stateof rationality, asin
the socialistutopia, but to a `stateof innocence'.In relation to this last definition of the
its ahistoricalcharacter:
utopian,she emphasises
Utopia is nowhere,not only geographically,but historically aswell. It existsneither
in the past nor in the future....
Of course,the political utopia, with its rational city-planning,eugenics,education,
and institutions, is by no meansthe only vision of a perfectlife. The goldenage of
popular imaginationhas alwaysbeenknown, its main joy being food - ... - without
any work. Its refined poetic counterpart,the ageof innocence,in which men are
goodwithout consciousvirtue, has an equally long history. ... 77
With Ernst Bloch and Ruth Levitas, the conceptof utopia I will be using in this thesisrefers
mostly to its functions, which accordingto Levitas are thoseof `compensation,criticism
Therefore,utopian expressionsof `desirefor a betterlife'79would normally
and change978
.
be reflectionson the reality in which they are produced:what is therethat we desireto
changeor achieve.Even when it might soundcontradictory,theseexpressionsof desire
acquiresometimesthe form of nostalgiafor a lost past,whethera `real' or an `imagined'
one. As Levitas finally states:`... we learn a lot aboutthe experienceof living underany
set of conditionsby reflecting uponthe desireswhich those conditionsgenerateandyet
leaveunfulfilled. For that is the spacewhich utopia occupies.i80
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In this last quote it is interesting that Levitas speaks of utopia in terms of occupied space,
the space of the utopian. The utopian elements I will be identifying in this analysis of
Havana's visual representations do not always necessarily refer to projections into the
future. There is also a timeless or even anachronistic aspect in the idea of Utopia, especially
when it is originated by or related to nostalgia. Precisely the arguments put forward by J.
Skhlar in her essay are an attempt to explain the permanence of utopian thought in the west
as in the nostalgic character of our contemporaneity. What is more, this idea of the utopian
as the desire for a return to a `state of innocence' has traditionally been linked to western
perceptions of other cultures (or `nature-cultures', as described by Latour), particularly in
those romantisations of other cultures seen as `primitive' by the West. This has been the
result of the West's recreations of itself as `historically modern', having left behind the
state of innocence now desired and applied to those who are `not modern', that is, the nonwesterners. James Clifford analysed this relation between the West and what was perceived
as `primitive' in The Predicament of Culture81when interpreting the Museum of Modem
Art 1984 exhibition `Primitivism' in 20th Century Art: Affinity of the Tribal and the
Modern'. Clifford criticised this exhibition's intention to `... locate `tribal' peoples in a
nonhistorical time and ourselves in a different, historical time. '82 In assigning unchangeable
time to those who are `non-modern', there is an identifiable utopian dimension that is not
linked to the idea of a `future' or to `historical inevitability', but as discerned in `others' as
83

their essentialquality .

The utopianismthat characterisedthe dominantrepresentationsof Havanaduring the 1990s
asdescribedabovehad much to do with theserepresentationsof other culturesaccordingto
their perceivedposition with respectto Europe'sandNorth America's now `past'
modernism.For many authorswriting at the beginningof the 1990son the relationship
betweenthe postmodernandthe postcolonial,the former's tastefor the culturally different
was a continuationof the tastefor the `primitive' by the West that had characterisedthe
beginningof the twentieth century.For example,Simon During definedthe postmodernin
its relationshipto the `Other':
We can,rather brutally characterizepost-modernthought... asthat thoughtwhich
refusesto turn the Other into the Same.Thusit provides a theoreticalspacefor what
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post-modernitydenies:otherness.Post-modemthoughtalso recognizes,however,
that the Other can neverspeakfor itself as the Other.84
Likewise, alsoat the beginningof the 1990s,KwameAnthony Appiah in his 1991text `Is
the Post-in Postmodernismthe Post-in thePostcolonial?'85and Gayatri Spivakin `Who
claims Alterity? '86denouncedthis creationof `a comfortable`Other' for transnational
postmodernity87.Finally, Krishan Kumar in his essay`The End of Socialism?The End of
Utopia?The End of History?'88,discussedthe existenceof new utopiantendenciesbehind
many of the post-moderntheorisationsand their interestin cultural diversity:
But of coursethere is a utopia, or utopias,in postmodernism.The announcementof
`the endof history' and the rejectionof all future-orientedspeculationmerely
displacesutopia from time to space.To this extentpostmodernistsare returning to
the older, pre-18thcentury,spatialforms of utopia, the kind inauguratedby More
(... ) But there is also a certain spatialdynamismin the vision, commensuratewith
the global reachof postmodernism.One is free, indeedencouraged,to move
betweenlocal cultures,like a tourist. Disneylandmay not unkindly be takenas
somesort of model of the postmodernistworld: a rangeof cultural experiences
drawnfrom different times andplaceswhich one canmix accordingto taste.89
Predominantrepresentationsof Havanaduring the 1990smust be situatedwithin this
discourseof the culturally different as essentiallyutopian,asthat `returnto the spatial
forms of utopia' characterisedby Kumar above.I am not arguingthe Cubancity was
representedassolely utopian - or dystopian.Least of all, that it was representedas
`primitive'. However,it was the accentuationof what was different in its visuality and
performativity (how the city was `lived' by its inhabitants)that echoedthe old utopianism
that hascharacteriseddominantwesternprojectionsonto the city.
Correlationsbetweenspaceand the utopian havetraditionally coincidedwith the image of
the ideal city90.Lewis Mumford, for example,equatedthe origin of utopianismwithin the
West (andthe rest of the world) with the origins of the city itself `... the conceptof utopia
is not a Hellenic speculativefantasy,but a derivation from an historic event:that indeedthe
first utopia was the city itself.... '91Even more radically, Northrup Frye arguesthat utopia
is in fact the vision of `a city-dominatedsociety'92.Even thoughthe constructionsof
utopiasare generallyassociatedwith a literary genre,asin the caseof Kumar, the fact that
authorsrefer to the utopian in its visuality - asvision and image- hasmuch to do with the
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spatial centrality embodied in the form and imagery of the modem city. And this is
because, as Burton Pike has explained in his work The Image of the City in Modern
Literature (1981), the "City'

is, by any definition, a social image' that `has chiefly

representedthe idea of community, whatever values might be attached to it in any
particular context. '93 Havana, as representedduring the 1990s in photography, texts and

cinema,was anotherkind of `city' that, althoughcontemporaryto the EuropeanandNorth
Americanexamples94
was also seenastheir `past'. This pastwas in theprofusion of its old
(and colonial) architecture;in the lack of advertisingimageryand practically any other type
of image-reproduction(apartfrom the sporadicbill posterwith imagesof revolutionary
leadersand figures);the non-predominanceof the car over the pedestrian;and, more
importantly, the generaliseduseof the streetsby its inhabitants,wherethey sit, meet,play
and overall, perform the `ideaof community' cities were, in their origins, supposedto
represent.
When Sigmund Freud described the City of Rome as the `Eternal City' in Civilisation and
its Discontents95,he was looking to illustrate the possibilities of coexistence between the
`archaic' and the modern in present time, as exemplified by Roman ruins still visible at the
surface of the new city96.However, such coexistence between the old and the new has, in
this image of Rome as the `Eternal City', an immutable character. The scope of this
analysis is far from attempting to define Havana as a represented `eternal city' to the
modem western city. On the contrary, I am searching for those other `modernities', the
mutabilities contingent to the city's history and also representedas utopian. I understand
the concept of the city as an event, as Thomas Docherty has suggestedin his introduction to
Postmodernism: A Reader:

That which appearsto be a stablepoint in space,the political city, is in fact an event
in time, andan eventwhosevery essenceis that it is fraught with an internal
historicity or mutability.97
However,it is Fredric Jameson,commentingon the coincidencebetweenthe origins of the
modemcity andthe beginning of utopianprojections,who hasbetter summarisedthis
understandingof the city and the urbanutopianismderived from it, aschangeable
narrativesrather than fixed points in time and place:
33

To understandutopia discoursein termsof neutralizationis indeedpreciselyto
proposeto graspit asa process,asenergeia,enunciation,productivity, and
implicitly or explicitly to repudiatethat more traditional and conventionalview of
utopia as sheerrepresentation,asthe `realized'vision of this or that ideal society or
socialideal...
[... ]
Therethus emergesa tension,profoundly characteristicof all utopiandiscourse,
betweendescriptionandnarrative,betweenthe effort of the text to establishthe
coordinatesof a stablegeographicalentity, andits other vocationas sheer
movementand restlessdisplacement,as itinerary andexplorationand,ultimately, as
event98
As an exampleof this mutablecharacterin the traditions of urbanutopianism,Jameson
describeshow suchtraditions havemoved along the axis of the dichotomyestablished
betweenindividualism andcollectivity whendreamingon the ideal city:
This earlier ideal of the city as a placeof individual freedomis thereforeat onewith
the emergenceof `individualism' assuchand of the bourgeoissubject...
For meanwhile,in someotherregisterof our minds andat someother level of
collective representation,the city hasa quite different ideological function to play
and servesasthe supportfor an ideal quite antitheticalto that of bourgeois
individualism, lending its contentto visionsof perfectedcommunity or collective
existencefrom the imageof the HeavenlyCity of Christian eschatologyall the way
down to the conceptionof the Communeitself. Thesetwo quite different ideologies
- that of individualism andthat of collectivity - areno doubt in the normal run of
things ableto coexistwithout any great discordancein that vast lumber-roomof
99
stereotypesand fantasies.
Preciselythis dichotomy- individualismversuscollectivism - hashad an importantrole to
play in the utopianprojectionsonto Havanaalong theperiod this researchcontemplates,
either within or outsideCuba.As I will explainin ChapterV, a utopianismbasedon the
desiresof the individual to freeherself/himselffrom the moral constraintsimposedby a life
in community hasbeenpredominantwhen describingHavanaduring the decadeof the
1950s.

In his discussionson postmodernism,Jamesonarguesfor the disappearanceof the old
dichotomy `rural' versus`urban' and the replacementof the categoryof the rural for that of
the secondworld city1°°to serveasan `other' to the first-world city. Jamesonspecifically
statesthat the visuality of the secondworld city acted,during theyears of the Cold War, as
the dystopianimageof the socialistcity:
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As for the SecondWorld city, its vision is rather enlistedin the serviceof a rather
different operation,namelyto serveasthe visual and experientialanalogonof a
world utterly programmedanddirectedby humanintention,a world thereforefrom
which the contingenciesof chance- andtherebythe promiseof adventureand real
life, of libidinal gratification - are also excluded.'0'
As aresult of this displacementfrom the rural to the secondworld city'02,theboredom,
provinciality and lack of excitementof the former, in contrastto urbanlife, werenow
thoughtto characterisethe socialistcity in contrastto the ideaof the capitalistcity asthe
centrefor creativity and change.
Theseideological divisions betweenfirst, secondand third world cities, productof the
simplistic Cold War political rhetoric andits cinematographicrecreations,have now
becomeobsolete.However,they haveplayed an importantrole in the discourseson the city
from within and outsideCuba.It is interesting,for example,that ElizabethWilson in her
book TheSphinxand the City criticises suchcategorisationsas ahistorical,underthe
impressionthat first-world cities,by definition, would normally be amongthosefirst
historically founded:
It is also ahistoricalto lump all third-world cities together,given that most Latin
American cities were foundedin the sixteenthcentury and are thereforemuch older
than the majority of African, or indeedNorth American cities,while many cities of
the Middle Eastare older still.'03
That the `age' of a city seemsto be important in this debatetakesus againto the narratives
of progressof the West and its universalaspirationsdescribedby Lyotard. Of all the
polarities thepost-modemcritique of teleologicalthought deconstructed,the division
betweendevelopedand underdevelopedcountrieswas the most poignant. Suchpolarity had
situatedthe `First World' asa future to the `Third World': the West's political and
economicsystemsbecamenot only the desirable/utopianbut also the `inevitable'. Onceit is
recognisedthat there is a `Third World in every First World, and vice-versa',asTrinh T.
Minh-ha hassuggested'04,and that the City of Havanain particular belongs- culturally,
historically and politically - to the West, looking at its representationsjust underthe prism
of the West `representing'its `other' would be,at the least,an extremesimplification. I
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prefer to speakof Havanarepresentedby Cubansandnon-Cubansalike, asa spacewhere
thoseexpressionsof desireswaiting for fulfilment areprojectedor contested.
The anachronistic character of Havana's visuality corresponds not only to its outdated
contemporaneity, due to the unique development experienced by the city after the political
events of 1959. It also relates to its status as a `revolutionary' city, avant-garde and possible
future to the neighbouring countries of Latin America. Its role within the western political
urban imaginaries is of a city whose `otherness' is defined as much by its categorisation as
a Third-World city as to its political peculiarities, being the only `socialist' city in the
western hemisphere. The meeting point between the anachronistic and the utopian in
Havana's visuality is, therefore, historically determined, only relevant as a sign of a decade,
the 1990s, and a geographical space, the West - to which Havana also belongs - where and
when the debatesabout the end of modernity, as an aesthetic and political project were still
at its peak.

A paradigmatic example from the late 1990s of Havana represented as this utopian `other',
is Wim Wenders' documentary Buena Vista Social Club (1999). His representation was
largely basedon the anachronisms of the city's visuality. Before exploring the metaphors
generated by this very influential documentary, it is important to mention the specific
relation of Wenders to the city in his earlier films. In Tokyo-Ga (1985) and Lisbon Story
(1994) he used music and architecture to create a metaphorical background where the past
colludes with the present in order to put into question our celebrated modernity. His earlier
documentary Tokyo-Ga relates Wenders' peregrination to Japan in order to discover traces
of the Tokyo filmed by one of his most admired directors, Yasujiro Ozu. What he describes
is a city occupied by advertising and cinematographic imagery, whose inhabitants seemto
be first fascinated by, and then lost in a world of appearances and the artifice of other
`realities' through Play Station games, fake food and the imitations of the United States
cultural paradigms. He seemsto lament the abandonment of traditions and the lack of
`transparent images', as described in the documentary by his friend, the German filmmaker
Werner Herzog.

TherelationbetweenTokyo-GaandBuenaVistaSocialClub,filmedfourteenyearslater,
could be found in this searchfor `transparentimages'of a society or spacewhere
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consumerismandtastefor the virtual rather than the real hasnot yet beendeveloped.He
seemsto havefound this ideal in Havana,a metropolislacking what normally characterises
every contemporarymetropolis,thenever-endingconsumptionof the image.
Visual anachronismsare often displayedin this documentary,helping to definethe city asa
spacefrozen in time, andas an other to westernurbanities.In the initial sequenceof the
film, we are introducedto the city througha long high shotof theMalecön,Havana's
famousavenueof old colonial buildings looking out onto the sea.An Americancar from
the 1950spassesby while the soundtrackplays Chan, Chan,a modem versionof a 1920s
peasantCubansong.Within secondswe are contextualizedin spaceand time by a
superposedtext that writes Havana.March 1998[Illustration 4]. This delayedtime between
the first view of the Malecön andthe final appearanceof the text works asa kind of
revelation:Havana'sdifferent temporality.
Thereare severalmomentswithin this film where we find utopianideasof the ideal society
asa `return to innocence"05(SeeDVD: Buena VistaSocial Club tracks). For example,the
sequencewherethe interpreterEliades OchoaplaysEl Carretero,a peasantsongthat
glorifies countrysidelife as freefrom modemneeds-a primal, pre-urbansocietylike the
Rousseauin Emile (1762). This song is accompaniedby shots
one dreamtby Jean-Jacques
of Havana's streetlife, where childrenplay with toys madeof garbageand peopletravel on
very old andmuch-repairedbicycles.The messageWendersseemsto convey,whether
intentional or not, is that Havanais a kind of utopian spacewherepeopleenjoy the
happinessof having nothing andneedingnothing. In the mind of the first world spectator
this translatesas the utopia of a de-commodifiedsocietywhere `false' needsare suspended.
Suchrepresentationsof Havanacometo remindus of somethinglost on our way to
economicdevelopment:an imageof the `lost city':
Everything was dark, to begin with. Streetsand housesshroudedin the deep
darknessof the night. In the meagrelight of the few carsshadowsflurried acrossthe
footpaths,and sometired dogscrossedthestreets.Coming from Los Angeles,
where the night is mostly lit up asbright asday, it was striking to realize that neon
lights and electricity had suddenlyturned into luxury items. Onething was obvious
right away,you couldfeel it physically: a different timescaleprevailed here. We got
to know the Cubantime betterover the next few weeks.It was like no other time I
knew. Or was it? Like a time I had known in my childhoodperhaps?106(my italics)
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Following thesereflections,he explainslater in this text what he meanswith a `different
time scale':
from the future, from 1998, from the age of over-information, used to
... we people
consuming anything and everything, our eyes and stomachs full...

We saw everythingfrom the point of view of our own timescale,certainlythrough
our digital camera.(With her black- and-white photosandher old Leica Donata
was in closertouch with Cubantime).107
Wendersendeavoursto presentHavana,and particularly, the usesof thecity by its
inhabitants,asunique and authentic-a `transparentcity'. Havanais, more importantly,
representedasan urbanspacedifferent to that associatedwith North Americanand
Europeancities.What accordingto WenderscharacterizesHavanais its anachronistic
visual character.The Havanain Buena VistaSocial Club, andnot the other Havanas,is a
city wherethe car doesnot possessa centralrole and, therefore,wherecitizensmake useof
the streetsasif they were part of the private spaceof the house,now somethingpractically
impossiblein the metropolis of EuropeandNorth America. It is a city lacking modern
consumertechnologyand, therefore,without the over-productionof imagesand the speed
of their deploymentin cities such asTokyo or New York. But more importantly, it is the
imageof an old city, a historical centre,inhabitedby a population perceivedaspoor and
ethnically mixed. This comparedto the rest of thewesternworld, andparticularly Europe,
wherehistoric centreshavebecomethe main businessareasand the poorestand oftenthe
non-white sectorsof thepopulation havebeensuccessfullytransferredto thesuburbsand
peripheries.However,in this documentarywhat is missingis asimportantaswhat is
present.What Wim Wendersdecidednot to include were both the big hotelsdesigned
under the premisesof modem architectureduring the 1950sand now highly visible in the
city's skyline, the HabanaLibre, the Cohibaand the Riviera, and the presenceof many
blocks of social housingvery similar to thosedemolishedin St. Louis, Missouri - and also
I do not believethat theseimportant
inhabitedby a high proportion of Afro-Cubans1°8.
absenceswere dueto Wim Wenders'lack of knowledge.In choosingwhat to showof
Havana,Wendersechoedhis own utopianism,coincidentwith that of the westerncasual
visitor to the city. I considerthat Buena VistaSocial Club should be understoodasnot only
a documentaryfilm, but also asan artistic documentbelongingto the tradition of western
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utopian thoughtand its recreationsof the ideal commonwealth.
With regardsto that setof `desires'deployedin the making of Buena VistaSocial Club,
there is somethingelsein this film that hasgreatly contributedto constructinga particular
notion of Havana.Buena Vistais a documentaryon the musicaltraditionsthat, sincethe
1920s,havehelpedto shapethe cultural history of the city. The emphasison the AfroCubanfoundationsof thesetraditions, andthe fact that the majority of the musicians
featuredarealso Afro-Cubans,appearat oddswith the city's actualrealities.Havana's
citizensare mostly Euro-Cubanswhosetraditionsare alsohighly influencedby the cultural
and socialhistory of Europeand North America. In this sense,it is alsoan eminently
westerncity109.As I will explain in following chapters,thenew cultural agentsand
institutionsafter 1959actively promotedthe centrality of the Afro-Cuban traditionsin the
formation of a Cubannationalidentity. The City of Havananeededto fit thesediscourses
andbe presented,beyondanything else,as `Cuban'.Its different historical development
with regardsto the rest of the island during practically thewhole of the twentiethcentury
became,after 1959,an issueto be `resolved'.The `africanisation'of Havanarelatedto this
searchfor coherencebetweenthe country and its capital,taking into accountthat the
easternareasof Cubahad a majority of Afro-Cubans.However,it alsohad, and still does
have,much to do with the logic of the tourist industry in the city. As RosalieSchwartzhas
explainedin her accountof thetourist industry's history in Cuba,this `africanisation',
ironically, had also the purposeof attractingmore Europeanand North American touriststo
Havana10.

It is unavoidablethat this chaptershouldendwith a very different imageof Havanaduring
the 1990sby Cubanfilmmaker FernandoPerez.In Madagascar(1994), shotduring the
peak yearsof the specialperiod, the two femalelead characters,a mother andher daughter,
display different strategiesto copewith the acuteeconomiccrisis the island was going
through.At the beginning of the film, Perezshowsdocumentaryfootageof peoplecycling
in the streetsof Havana(SeeDVD: Madagascar:openingsequence).He insertsclose-ups
of someof the cyclists' expressions,someof them are elderly men and women.Shownin
slow motion, we can perceivetheir exhaustion,they are not cycling out of pleasure.A large
group of peopleappeardraggingtheir bicyclesthrough a dark tunnel, moving slowly and in
completesilence.This sequencewould not meanmuch to the spectatorwho doesnot know
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what the crisis meant for the people in the city: no transport, no electricity, very little food
and still having to get up every morning and work for a wage that pays for very little. In a
unique sequencePerez summarised the desperation of those years. From here the film
11.
carries on to display a very strange dystopia'

In the following chaptersI shall explorethoseutopian aspectsthat havevisually defined
Havanaasan urbanproject inside and outsideCubafrom the years of the GreatDepression
until now. Within Cuba,this utopianismhasbeenin part relatedto the ideological
constructionsof a coherentnationalnarrative,which has experiencedimportant
transformationssincethe beginningof the twentiethcentury until the present,particularly
with regardto the gradualinclusion of specifically Afrocubancultural forms. As I will
explain in the next chapter,the Cubannationalproject hasbeenmainly concernedwith the
ideal of a nation that would be `home' to all, oncecultural differencesare transcended.
Sucha discoursehastraditionally beenembeddedwithin the ideologiesbasedon the
existenceof two different ethnic groupsin the island,the Afrocubanand the Eurocuban,
and the belief in their gradualsynthesis,giving way to the birth of one `Cubanrace'. It is
the idea of cultural mestizajeasutopia via, in its mostextremeversion,miscegenation.The
role of Havanawithin thesediscourseson the national hasbeenambivalent.On onehand,
asthe city becamea focusof attraction for most immigrantswithin and outsidethe island,it
soondevelopedasan important cosmopolitancentrewheredifferent cultural forms
flourished, particularly in music and dance,contributing to the cultural assemblages
of the
national. On the other hand,asthis developmentwas strongly dueto the transformationof
the city into one of the most populartourist destinationsin the Caribbeanislands,Havana's
gradual enrichmentand its North-American self-fashioningin oppositionto what was going
on in the restof Cuba,facilitated its `demonisation'by thosewho saw it asan obstacleto
Cuba'snational independence.With regardto this relation of Havanawith the
entertainmentand tourist industry, I shall also explorethe utopianismassociatedwith the
dichotomywork/leisure asprojected onto Havana'surbanity andat the core of the
ideologiesemanatingfrom the cinematographicand tourist industriessincethe 1930s.
Overall, I havesearchedfor thoseexpectationsof, and projectionsonto the city, that have
helpedto defineit, and that, at the sametime, in their failure, havealso given way to other
unexpectedurbanmodernities.
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Illustration 4. Film still from Buena Vista Social Club (1999). Opening sequence:`Havana,
March 1998'

Illustration 5. Film still from Buena Vista Social Club (1999) showing general view of the
city.
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Illustrations 6 and 7. Film stills from Madagascar (1994). Cyclists in Havana
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Chapter II: Cuban National Identity. Mestizaieand Abakuä Utopia
This chapterexaminesthe different literaturesdiscussingCubannationalidentity
formationsduring the nineteenthand twentiethcenturies.The relevanceof suchanalysis
within this thesisis basedon the crucial role that the ideologyof mestizaje,asthe belief in
the formation of a Cubancultural and evenracial mulato entity throughthe encountersof
the Europeanandthe African, hashad in many of the documentsthat havetraditionally
representedHavana.Overall, it is the utopianismin the ideaof mestizajethat would define
many of the discussionsrepresentedbelow, asa desirablefinal synthesisof cultural and
race reconciliation.The Cubancapitalhastraditionally functioned asthe spacewherethe
different cultural traditionshavecome into dialogueand conflict, asit hasbeenthecasein
most of the EuropeanandAmericanmetropolis.This preliminary analysiswill help to
decipherthe importantrole of Havanaandits representationswithin the discourseson the
national. It will also offer the historical andtheoreticalbackgroundto the city's
contemporaryappealasa spaceperceivedas ethnically andculturally diverse.
The key words in this chapterarethoseconceptsassociatedwith the study of cultural
exchangesandnational identity formationsin Latin America andthe CaribbeanIslands:the
alreadydefined conceptof `mestizaje',and alsothoseof `syncretism',`transculturation',
creolization,`hybridity' and `baroque'that I will define within this chapter.Mark
Millington hasexplainedhow the inter-relationsbetweentheseconcepts`are not absolutely
clear':
Mestizajewas long favouredbut hasnow becomegenerallyconfined to discussions
of racial mixing, ... Likewise, syncretismhad somegeneralusagebut is now seen
asbest appliedin circumstancesof religious fusion. Transculturationand
hybridisation are currently much in favour, although they have different profiles.
For reasonsof its Cuban origins, the first has a distinctly Latin American identity
and is rarely employed outside that context. By contrast, the second is deployed
with global reference and has associations with post-structuralist postcolonialism
112

However, asI will describein the following analysis,my literaturereview on the subject
has helpedme to delineatespecific inter-relationsbetweenthesefour conceptswhen
appliedto the Cubancase:`mestizaje'asa synthetic result of the processesof
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`transculturation' - the processesof loss and gain as the result of cultural contact, defined
by Cuban ethnographer Fernando Ortiz; `syncretism' as the activity of cultural translation,
though it is in the translation of one religious system into another where it is generally
13;
recognised' cultural `hybridity' or `creolization' denotes the mixing of two or more
discrete traditions generally in relation to the geographical space where this mixing
becomes possible. In this analysis, this space is that of the American continent, and more
particularly, the area occupied by the Caribbean islands14. Finally, `baroque' as the
aesthetic category that has been used to poetically describe the encounters between
different aesthetic traditions and their synthetic productions' 15.It is important to accentuate
at this point that Havana is and has always been a mainly white city, with a predominantly
Spanish-European influence but with an also very influential Afro-Cuban component. As
Jorge and Isabel Castellanos explain: `... in 1953 Great Havana had a total population of
304.305 were black or mulatos, representing 25.0% of the
...
totals16. It is agreed that after the 1959 leaders declared the socialist character of the
1,217.674 inhabitants.

Revolution there were mass emigration waves to the United States and other parts of the
American continent and Europe, an important proportion of them residents in Havana. Most
of the migration, particularly during the first wave of the early 1960s was Euro-Cuban and
from Havana' 17 This fact substantially increased the proportion of Afro-Cubans in the city.
.
The island's total population has also traditionally been geographically distributed
18.The relevance of
according to race, with the Eastern regions being predominantly black'
the latter statistical data resides in its influence on what some authors consider the divided
nature of Cuba's national identifications: on one hand its insertion within the Latin
American ideological discourses on mestizaje and national formations19; on the other hand,
its historical connexions with the other Caribbean islands, whose national discourses are
not so much based on cultural and racial mixing, but on the legacies of the Atlantic slave
trade and the presence of a `transformed' Africa within America 120.Before discussing the
concept of mestizaje and its influence in contemporary utopian and dystopians projections
onto the Cuban city, I think it is necessary to relate the historical contingencies that allowed
this particular discourse on national formation to exist in the first place.

The first Spanishpermanentsettlementin Cubawas foundedin 1511by Diego Velazquez
de Cuellar. Three hundredSpaniardsand their African slaveswere the new population to
arrive to Baracoa,an areawhich alreadyhad a numerousnative population(Ciboneys,
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Tainos and Guanahatabeys)121.
By the secondhalf of the sixteenthcenturythe populationin
the newly foundedtowns,mainly SanCristobalde La Habana,Santiagode Cubaand
PuertoPrincipe,were alreadyculturally very diverse,with Africans, Spaniardsandnative
Indians,the latter now reducedto a merethree thousandindividuals - from approximately
eighty thousandat the beginningof the conquest.Genocide,diseases,starvationand suicide
finally depletedthe native populationto nearly completeextinction122.
The Spanishsettlers,
mainly from the southof Spainand the CanaryIslands,kept on coming, while thousandsof
Africans - belongingin their majority to the Lucumi, CarabaliandCongo (Bantu) cultures
of West Africa - were shippedagainsttheir will to work asslavesin the growing sugar
plantations123.The Europeanimmigration into Cubaduring thetwo first centuriesafter the
conquestwas not asnumerousasthe onein North America, and, more importantly,was in
its majority a malemigration. Between1800and 1850the African populationexceededthe
Spanishone. Walterio Carbonellhasarguedthat thosewere the core yearsin the formation
of what is now seenasthe founding baseof Cuba's popularculture124.HughThomas
explainshow by thetime of the formal abolition of slaveryin Cubain 1820there were
200,000slaves,75% of themactually born in Africa. In the following years,anddespite
restrictionsin the trade,between200,000and 300,000werebroughtto the island'25.
Therefore,the vastmajority of peopleof African descentin Cubaby the secondhalf of the
nineteenthcentury werenot proper`creoles',born in the island,maintaininga very
distinctive cultural identity, againstthe cultural dominationof the white population,
(creolesand Spaniards),who imposedtheir language,their architecture,and more
generally,their economic,political and military might. The cultural diversity among
Africans in Cubabetweenthe first thirty yearsof the nineteenthcentury constituted,
approximately:`25.53percentCarabali(Efik, Ejagham,Ibo, and Ibibio), 22.21percent
Congo (Bakongo), 19.18percentMandinga(Mandingo,Malinke, Mende,and Bambara),
8.38percentLucumi (Yoruba), 7.57 percentGanga(a mix of ethnic groupshailing from
southernSierraLeone andNorthern Liberia), and 6.75 percentMina (Popo)' 126.Later, asa
of the Haitian Revolution,an importantnumberof Ewe-Foncameinto Cuba
consequence
andalso culturally influencedthosealreadyliving in the Island, particularly in the Eastern
regions.127
According to Moreno Fraginals,this preservationof their cultural identity amongthe
different African ethnic groupswas also very important in the urbanareas,being highly
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hencouragedby the Spanishauthoritiesasa way of keepingthe slavesdivided, which gave
to the cultural history of Cubain the following yearsa very different characterfrom that of
the otherBritish coloniesin the area128.The Spanishgovernmentallowed the creationof
what was known asthe cabildos,which were different associationsof Africans, organised
accordingto tribal, religiousand/orcultural criteria. Thesecabildoswere responsiblefor
the later survival of many cultural forms coming from West Africa, which later hada very
importantinfluence on the formationof a Cubannational identity, onceAfro-Cuban
cultural expressionswere included.This is for Fraginalsan importantcontrastwith what
happenedin thoseCaribbeanBritish colonies,wherethe colonial authoritiesforbadethe
slaves' from practisingthe culturesand religionsthey had broughtfrom Africa.
During the secondhalf of the eighteenthcentury anotherethnic grouparrivedto addto the
cultural encountersin the Island: approximatelyonehundredand fifty thousandChinese
labourerswere broughtto Cubaand worked in conditionsnot too different from thoseof
the African slaves129.Even thoughthey hadonly a marginalinfluencein the cultural
formationsthat later characterisedthe island,their presencein Havanais still very visible,
particularly in Havana'sChinatown.By the end of 1859,after the Spanishauthoritiesin
Cubalaunchedproactivewhitening policies to counterbalancethe increasingnumberof
blacks in theisland, the white populationtook the leadin numbersagainand has
maintaineda majority ever since,particularly in Havanai30.However,in the first decadesof
the twentiethcentury therewas a temporarystopto thesepolicies. Due to the rapid
technologicaldevelopmentandexpansionof the sugarindustry in the island,companies
startedlooking for cheapworkersin the surroundingCaribbeanislands.In 1920,of the 174,
221 emigrants,54% were Spaniards,21% Haitians and 16% from the other Caribbean
`Whitening' policies were quickly reintroduced,though, and
Islands,mainly Jamaica131.
the statestartedto actively blockademigration coming from Haiti and the West Indies
during the 1920sand 1930s,which were alsothe yearsof importantmassmigrationsfrom
West Indiansand Haitians settledmainly in the Easternareas,
Spainto the Island132.
increasingthe proportion of Afro-Cubansin the Eastfor the next generations.
All the aboveservesashistorical backgroundto the different representationsof an

`imagined'Cubannationalidentitythathavebeenshapedby theexperience
of Spanish
colonialism, the introduction of slaveryin Cubaand the centrality of an industry that
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requiredof an abundantandunskilled workforce. In classicCubanhistoriography,thereis
an unanimousagreementregardingthe ideologicalorigins of today'snationalmythologies:
they can be found in the writings of the CubannineteenthcenturyintellectualJoseMarti133.
Marti, a Cubancreoleborn to Spanishparentsin 1853,was the pre-eminentintellectual
during his timeswho proclaimedthe existenceof a Cubannationalreality andthe needfor
independencefrom Spain.Unlike themajority of pro-independence
white intellectuals
during the nineteenthcentury,who hadadvocatedthe reality of a criollo Cubanculture
Marti wrote that Cubanswere `morethan white
which excludedthoseof African descent134,
and more than black', negatingthe validity of the conceptof `race' asa biological category
that divided humanbeingsinto two groupsof essentiallydifferent people.In 1891he wrote
an essayentitled `NuestraAmerica' (Our America) wherehe declared:`Thenative mestizo
hastriumphed over the alien, pure-bloodedcriollo ... there can not be racial hatebecause
there are not races..."". In his writings he describedthe Cubannation asformed by those
of African and Spanishdescentalike. However,his ideologicalnationalismwas onedrawn
from the experiencesof the North AmericanandFrenchRevolutionsand theoreticallyin
accordwith the principlesof rationality andhistorical progressemanatingfrom the
Enlightenmentin Europe.In tune with westernperceptionsof Africans at the time, he also
consideredAfrican culturesas `primitive' and,therefore,inferior to the West.Even though
he explainedthat the differencesbetweenthe two groupsin Cuba,blacks andwhites, were
exclusively cultural, his idea of a nation formed by the `mixing' of Europeanand African
culturespresupposedthe extinction of the latter throughthe universalisingof an education
shapedby the formert36Marti died at the beginningof the secondwar for independencein
1895,and has sincebeenheraldedasthe `father' or the `Apostle' of the Cubannation137
and, asRobin D. Moore has written: `Far from curbing racial divisions in the new
Republic, Marti's commentarieswere often usedby early twentieth-centurypoliticians to
deny allegationsof bigotry andto suggestthat the revolution had solvedsuch problems.138
Most authorsnow arguethat it was the fact that the rebel armiesfighting for independence
at the end of the nineteenthcentury were in their majority constitutedby Afro-Cubans,that
promptedthis rapid inclusion of the Afro-Cubanswithin the Cubannational projectby the
However,it was not until the surgeof the Afro-cuban
white elites, Marti amongthem139.
movementamonga groupof black and white intellectualsin Havanaduring the 1920sthat
the socialand cultural consequences
of this formal inclusion beganto be addressed14°.
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Robin D. Moore, in his analysis of Afro-cubanism during the 1920s,defines this movement
as a trend where most Afro-Cubans did not have much of a real input: `Stylistically, its
emergence constitutes a new period of hegemonic concession in which black street culture
is accepted, but only on European or middle-class terms' 141.However, as Moore also
argues, it was the inclusion by the Cuban intellectuals of the cultural forms of the AfroCubans as part of the national discourse that representeda decisive turn in the future of the
Island's racial relations 142.According to De la Fuente, the afro-cuban movement was
responsible for the modern ideology of mestizaje now hegemonic in Cuba, as an ideology
based on the realities of mestizaje through miscegenation143:

Contributingto the salienceof class,in addition to the politics of statepatronage,
was the ideology of mestizajeproducedby the nationalistintellectualswho formed
the Afrocubanistacultural movementin the late 1920sand 1930s.A reformulation
of the nationalistmyth of racial equality, Afrocubanismhad taken Marti's notion of
Cubannessonestepfurther, inventing a synthesisthat proudly proclaimed
miscegenationto be thevery essenceof the nation-a mulatto `Cubanrace.' ... 144
A more extendedexplanationof the Afro-Cuban movementwill appearin ChapterVII.
However,its relevancewithin this chapteris preciselyits contribution, throughthe writings
of the CubanethnologistFernandoOrtiz, in the identification of the figure of the mulato
with that of nationhood.Basedon his ethnographicknowledge,Ortiz developeda more
theoreticalconceptof mestizaje,after Marti's discussionson this samesubjectat the end of
the nineteenthcentury.Though Ortiz initially investigatedthe cultural forms of poor AfroCubansin their relation to criminality and, therefore,asundesirable`atavist' forms that
neededto disappearfrom Cubansociety145,he later wrote a seriesof very detailedanalyses
of the main Afro-Cuban religions andcultural expressionsand their influence on Cuban
society asa whole. According to Christine Ayorinde, FernandoOrtiz's concernwas `that
Cubawas apatria sin naciön' [a land without a nation]146.In this respect,Cdcile Leclercq
of the mainly Hispanicpeasant
points out the relevanceof the progressivedisappearance
culture in theseappropriationsof the cultural forms of thoseof African descent:
La cultura afrocubanallegö a sercaracterizadade `popular', cuandoen realidad
representabauna parte de la culturapopular, siendola otraparte la cultura guajira
147
blancaque seestaba
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[Afro-Cuban culture was characterized as `popular' when in reality it represented
just one part of the popular, the other part being the peasant white culture that was
then disappearing. ]

Among the many studiesof Afro-Cuban cultural expressionspublishedby Ortiz, one of the
more relevantwas his analysisof the influenceof Afro-Cuban danceandtheatreon the
Cubanfolklore during his time, publishedunderthe title Los bafflesy el teatro de los negros
en elfolklore de Cuba(1951).This analysisfollowed his readingsof the works by R.C.
Thurnwald (Blacks and Whitesin EastAfrica, 1935)and Melville Herskovits
(Acculturation: TheStudyof Culture Contact, 1938),and the elaborationof a new
ethnographicconcept,`transculturation',in his earlier essayContrapunteoCubano.Tabaco
y Azücar (1940).This conceptwould describethe processesby which different cultural
groupslose, exchangeandtransformtheir cultural forms whenthere hasbeena long period
of closecontactbetweenthem:
The real history of Cubais the history of its intermeshedtransculturations. And
...
eachof them torn from his nativemoorings,facedwith the problem of
disadjustmentandreadjustment,of deculturationand acculturation- in a word, of
transculturation...
[... ]
I am of the opinion that the word transculturation betterexpressesthe different
phasesof the processof transitionfrom one culture to anotherbecausethis doesnot
consistmerely in acquiringanotherculture, which is what theEnglish word
acculturation really implies, but the processalso necessarilyinvolves the loss or
uprooting of a previousculture,which could be defined asa deculturation.In
addition it carriesthe ideaof the consequentcreationof new cultural phenomena,
which could be called neoculturation.In the end, the result of everyunion of
cultures is similar to that of the reproductiveprocessbetweenindividuals: the
offspring alwayshas somethingof both parentsbut is alwaysdifferent from eachof
them.'48
This conceptof `transculturation',as a cultural processdescribedusing the observation
tools of westernethnographyduring the first half of the twentieth century,gavewithin
Cubascientific credentialsto thepossibilities of cultural miscegenation,where,as
describedabove,two different cultural traditionsmight `blend' into one- losing someof its
partsin the process- andreachingan apparentsynthesis,finally creatingthe cultural base
149.
of a new nation. As John Beverleyhasargued`transculturationfunctionsasa teleology'
Ortiz's intellectualproject was aimedat `translating'the Afro-Cubansto the Euro-Cubans,
in order to turn both of them into a `same',that madeAfro-Cuban culture only Cuban,and
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thereforealso the `property' of Euro-Cubans.According to Vera Kutzinski, Ortiz's
theorisationswere markedlyinfluencedby the traditionally troubledrelationsbetween
Cubaand the United Statessincethe latter's invasionin 1898:
Afro-Cubanismcan more profitably be seenasa historically specific instanceof
cubania. FernandoOrtiz's term for what he understoodasa spiritual condition,
cubanfa,unlike the more passivenationalidentification expressedby the conceptof
cubanidad,signifies an activedesireto be Cuban,and its variousarticulationsin
literature,the arts, andthe social scienceswere to provide indigenousideological
antidotesto the economic,social,and political crisis inducedby United States
interventionism.'50
Many Afro-Cuban intellectualsconcurredwith this idea of cultural mestizajeas an
inevitabledevelopmentthat would precludefinal racial reconciliation.For example,
Nicolas Guillen wrote a seriesof poemswherethe encountersbetweenAfrica and Spain,
visually signified by thepresenceof the mulato, are celebratedusing a metaphorical
equationbetweennation andfamily, as,for example,in Balada de Los dos abuelos['Ballad
of The Two Grand-fathers']15I.Being a memberof the Communistparty, Guillen also
includedthe United States'economicand political influence on the Island as `counterpoint'
to Cubannationalaspirations.This is the caseof his later seriesof poemspublishedunder
the title WestIndies, Ltd (1934).The issueof racial discrimination in Cubahastraditionally
beenassociatedwith the United States'policies in the Island, asa causalfactor that seemed
to exoneratewhite Cubansfrom real responsibility'52.It was the lack of mestizajewithin
the United States' society,the fact that the lower socialgroupswere highly segregated
particularly in the southernstates,that would serveasproof of their responsibility in the
survival of racism within Cuba.
However,not every Afro-Cuban intellectual agreedwith this celebrationof a `mestizo'
culture that would unite thoseborn in Cubaagainstthe possibility of final annexationby
the United States.GustavoUrrutia, an Afro-Cubanjournalist andwriter who washighly
in an essayfrom 1933,comparedthe
influential amongwealthier Afro-Cuban groups1S3,
racism of whites in the United StatesandCuba.He concludedthat, thoughapparentlyvery
different, they werevery similar in intention:
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there is a distinct difference between the racial prejudice of North American
...
whites and that of Cuban whites with regard to the colored people. In the United
States the white race strives to isolate the Negroes and segregatethem in every
possible way. The Anglo-American considers his Negrophobia as a natural and
legitimate sentiment, and he gives expression to it frankly. For the Spanish Cubans
it is a shameful sentiment which they will not on any account confess to the
Negroes. They try to dissolve the black race in a torrent of Aryan blood, and aim at
their extinction in every possible indirect way. The ultimate way in both casesis to
' 54
exterminate the Negroes.

Urrutia's fearof extinctionthroughmiscegenationpresentsthe processesof mestizajenot
asGuillen's desiredutopia of a racelessandreconciledsociety,but asthe factual exercise
of dominationand violence on the black body, particularly the black femalebody, that has
characterisedthe history of Cuba: `to dissolvethe black race in a torrent of Aryan blood'.
Even thoughhe was a crucial figure in the Afro-Cubanmovementduring the 1920sand
1930s155,
Urrutia's loyalties were with the Negritudemovement,initiated by the Haitian
poet Aime Cesaire,andbasedon the searchof a commonblack identity in the American
156
continentbeyond or apartfrom the different nationaldiscourses
BenedictAndersondescribesthe particular caseof the Americanstateswith regardto their
non-white populationsand their statuswithin the nationaldiscoursesduring the wars of
independence.He speaksof the `doublenessof the Americas' to characterisethe
foundationalracial contradictionson which they were initially based:
key factor initially spurring the drive for independencefrom Madrid, in such
... one
important casesas Venezuela,Mexico andPeru,was thefear of `lower-class'
political mobilizations:to wit, Indian or Negro-slaveuprisings. ... When, in 1879,
Madrid issueda new, more humane,slavelaw specifying in detail the rights and
duties of mastersand slaves,`thecreolesrejectedstateinterventionon the grounds
that slaveswereproneto vice and independence[! ], and were essentialto the
economy.... The liberator Bolivar himself onceopinedthat a Negro revolt was `a
thousandtimesworsethan a Spanishinvasion'.
[... ]
`The doublenessof the Americasand the reasonsfor it, sketchedout above,help to
explain why nationalismemergedfirst in theNew World, not the Old. On the one
hand,none of the creolerevolutionariesdreamedof keepingthe empireintact but
rearrangingits internal distribution of power, reversingthe previous relationshipof
subjectionby transferringthe metropolefrom Europeanto an American site.... On
the other hand, ... Neither in North nor in SouthAmerica did the creoleshaveto
fear physical exterminationor reductionto servitude.They were after all `whites',
Christians,and Spanish- or English-speakers;... The revolutionarywars,bitter as
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they were, were still reassuringin that theywere wars betweenkinsmen.This
family link ensuredthat, after a certainperiod of acrimonyhad passed,close
cultural, and sometimespolitical and economic,ties could be reknit betweenthe
former metropolesandthe new nations.157
This `racial solidarity' betweenwhite creolesandwhite Europeansafter independencein
Cubawascarried out throughthe Island's migration policies - evenafter the end of the
United States'occupationof the Island in 1902.While Afro-Cubansandtheir cultural
expressionswerebeing usedin orderto build a differential national identity, government
policies would encouragewhite-Spanishimmigration at the sametime astrying to
Such
repatriateand preventany more black Jamaicansand Haitiansfrom enteringCuba158.
policies denotedthe natureof the ideologiesof mestizajein Cubaasmiscegenationand defacto `whiteningof thepopulation', asdenouncedby Urrutia in 1933.
The contemporaryideologiesof mestizajein Cubahaveashistorical backgroundthe
of what is now known in Cubanhistoriographyasthe `racewar' or `la
consequences
guerrita del 12' (12's little war)159.In 1910ThePartido Independientede Color (The
IndependentColouredParty)was foundedin Havana,the main urbancentreduring those
yearswhereAfro-Cubanscould normally find bettersocial andeconomicopportunities16o
This was the sole importantmovementin Cubathat denouncedracial discriminationand
claimed equalrights for black Cubansby attemptingto give themindependentpolitical
representation.In 1910the CubanCongressinserteda clausein the Constitution- known
asthe Morüa clause- that effectively outlawedthe ColouredParty, statingits intentionsto
be `racist' and againstthe interestsof the Republic.This clausemeant the imprisonmentof
many of its membersand the `armedprotest' and confrontationbetweenwhites andblacks
in the Island. In May 1912,the national army murderedthousandsof membersof the now
illicit Partido Independientede Color in the easternregions.Thesewere the timeswhen
racial tensionsin the island were at their peak.One of the major grievancesof the Coloured
Party had beenthe tendencyby the two biggestpolitical parties in Cuba,the Conservatives
and the Liberals, to facilitate white emigrationwhile obstructingthe permissionof entry to
thosewho cameto work from Jamaicaand Haiti or any other region with a dominantblack
population.In responseto accusationsof racismwhile the Morüa clausewas being
discussedin the Congress,the ColouredParty senta circular defendingthe right of anyone
to emigrateand look for a new life in Cuba:
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Queremos que la inmigraciön sea libre pars todas las razas. Claro y manifiesto es
nuestro propösito humano, natural y politico. Esa ley que el Senado ha aprobado ya,
va dirigida contra los partidos Liberal y Conservador, que tienen la tendencia racista
de que la ünica inmigracion que pueda venir a esta isla seablanca y por familia.

Estaley escontrael Presidentede la Republica,que autorizöa la Guantanamo
SugarCompanyla importaciönde 50 trabajadorespuertorriquefios,que tenianque
serprecisamenteblancos,porquede otro color no podian venir a Cuba.161
[We want emigration to be free for all the races. Our human, natural and political
objectives are clear and manifest. That law that the Senate hasjust approved is
against the Liberal and Conservative parties, who have the racist tendency to allow
only a white and family-related emigration.
That law is against the President of the Republic, who authorised the Guantanamo
Sugar Company the importation of 50 workers from Puerto Rico, who needed to be
white because no other colour could come to Cuba.]

Policies to favour the growth of the white population to the detrimentof theblack had
existedin Cubasincethe beginningof the nineteenthcentury.They were initially a
be
It
to
responseto the Haitian Revolution(1794- 1804)162
. would not too exaggerated say
that relationsbetweenemigrationwavesandracial relationswithin the Island have
historically beenone of themost influential factorsin Cuba's social andpolitical changes.
They werealso crucial in the formationsof a Cubannationalidentity during the twentieth
century.In her historical analysisof Cuba'ssearchfor a differentiatednational identity,
Cecile Leclercq has identified two conflicting ideologieswithin the Island: the discourses
of national formationsamongthe elites in Latin America, which considersthe populations
of the old Spanishcoloniesin the Americancontinentasbelongingto the samepolitical
project, and thosecoming from the rest of the Caribbeanislands,whetherFrench,British,
Dutch or Spanishex-colonies,producinga different setof cultural identificationsand
identities which Leclercqdefinesashybrid:
Puesla identidadcubanaseencuentraexactamenteen la encrucijadaentre el
discursoamericanista,quepostulalos criterios de la diferencialatinoamericanaen
relaciön al modelo occidental,y el discursocaribefio,formulador de una identidad
hibrida, debidoa la heterogeneidadracial y cultural de la region... 163
[Cuban identityfinds itself betweenthe americanistdiscourse,that establishesthe
criteria for theLatin Americandifferencein relation to the Westernmodel,and the
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Caribbeandiscourse,formulator of a hybrid identity, due to theracial and cultural
heterogeneityof thearea ]
...
For Leclercq, the Latin American discourse is a western discourse, coming from Europe's
teleological concept of history - the belief in the inevitability of a nation's destiny to
become culturally and racially one' 64.More importantly, Leclercq considers that the
relation between these two discourses on cultural identity in Cuba, the Latin American and
the Caribbean, is a relation of domination. In her critique of Ortiz's concept of
transculturation, she rejects the idea of cultural communication and exchange:

La aculturaciön,en Cuba,fue un fenömenode acomodaciönde la poblaciön
...
negraa la culturaespaiioladominante...
La caracteristicade las fasesdescritaspor Ortiz - deculturaci6n,aculturaci6n,
transculturaci6n- no escomunicaci6n,sino dominaciöncultural.165
[... acculturation, in Cuba,was a phenomenaof accommodationof the black
population to the dominantSpanishculture...

.1
Thenatureof thephasesdescribedbyOrtiz - deculturation,acculturation,
butculturaldomination.
]
transculturation
- is not communication,
However,Leclercq doesnot expandon the presenceof that Caribbean`hybrid identity'
namedin the paragraphabove.Shejust identifies it as: `el discursoposmodemo
latinoamericanonacido en Martiniquei166[the postmodernLatin Americandiscourseborn
in Martinique]. The biological definition of hybrid, asthe pseudoespecies
createdby the
combinationof two discretespecies,presupposesthe existenceof two `pure' forms that
cometo createa `contaminated'third entity, the hybrid. ErnestoGarciaCanclini has
defined the subculturesin Latin America ashybrid, giving to this concepta marked
political intentionality, that is: to resistthe cultural dominationof the white elites, still
On the other hand,RenatoRosaldoin his critique of Garcia
allied to the old metropolis167.
Canclini's use of this term, arguesthat when appliedto the study of culture, the conceptof
hybridity expresses`conceptualpolarities':
On the one hand,hybridity can imply a spacebetwixt and betweentwo zonesof
purity ... On the other hand,hybridity can be understoodasthe ongoingcondition
of all humancultures,which containno zonesof purity becausethey undergo
continuousprocessesof transculturation(two-way borrowing and lendingbetween
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cultures).Insteadof hybridity versuspurity, this view suggeststhat it is hybridity all
the way down... From this perspective,onemust explain how ideologicalzonesof
cultural purity,
whetherof nationalculture or ethnic resistance,havebeen
' 68
constructed.
This latter understandingof the ideologicalformationsof cultural identities throughthe
conceptof hybridity, which rejectsany essentialismor calls to purity, has beenparticularly
relevantin the caseof the Caribbeanislands,asLeclercqexplainedabove.The distinction
shemakesbetweenthe Latin American discourseon mestizaje,ideologically linked to the
West's conceptof history asteleology, andthe Caribbeanone on hybridity - two
discoursesthat sheconsidersin conflict when analysingCubannational identity - is based
on the theorisationscoming from the non-Hispanicareasin the Caribbeansea.Among the
many Caribbeanauthorswho have dealt with this subject,StuartHall is the more relevant
for this analysis,ashe hasdescribedthe geographicalspaceof the CaribbeanSeaasa space
of hybridity. For Hall, thoseliving on the Caribbeanislandspossessdiasporaidentities,
which by definition deny the cultural essentialismsneededin the formation of western-type
national narrations,suchasthat still defendedin Cuba.Hall explainsthe formationsof the
different Caribbeancultural identities in relation to three `presences':PresenceAfricaine,
PresenceEuropeenneand PresenceAmericain, meaningwith the latter the `New World'
or Terra Incognita169.He definesthis last presencein its ambiguity, as `thebeginningof
diaspora,of diversity'. A diasporaidentity is for Hall, an identity that lives with difference:
Diasporaidentities are thosewhich are constantlyproducingandreproducing
themselvesanew,throughtransformationand difference.Onecan only think hereof
what is uniquely -'essentially' - Caribbean:preciselythe mixes of colour,
pigmentation,physiognomictype; ... 170
In what senseis this discoursedifferent from that of mestizajein Latin America?For Hall
and others"', it is its resistanceto uniformity and to the formationsof fixed identities - its
negationof cultural synthesisand essentialistidentifications.Creole identitiesthat are
`constantlyproducingandreproducingthemselves',asdescribedby Hall, would not have
neededthe figure of the mulato in order to recreatethe appearanceof racial conciliation.
Authors suchas Moore, Leclercq,De la FuenteandKutzinski arguethat the figure of the
mulato or mestizohashelpedto diffuse the problem of de facto discrimination. In Cuba
thoseof clear Europeandescenthavetraditionally monopolisedresourcesandpolitical
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power"Z. It is easyto understandwhy it hasbeenmore convenientfor the Cubanelitesto
adhereto the ideaof cultural mestizajerather than that of creolizationor cultural hybridity.
by a constant
As Hugh Thomashas described,thehistory of Cubahasbeencharacterised
`pursuitof freedom',that is, nationalindependence.This might explain the urge by its
elites to define a differentiatednationalidentity. At the sametime, the latter mustbe one
andnot many,if thosein positionsof privilege, traditionally Euro-Cubans,are to keep
them, while at the sametime being `Cubans'and not `foreigners'.
The idea of mestizajeis intimately linked to that of synthesis,which accordingto Leclercq
alsocharacterisedanothertheoreticalconstructionon national formationsin Latin America:
the ideaof the Baroque.Alejo Carpentierwas the Cubanauthorwho more generally
popularisedthis conceptin relation to the aestheticcharacterof Cuba's cultural
productions,mainly music andarchitecture13.It doesnot escapeLeclercq that this is also a
The definition of thebaroque
conceptof Europeanorigin, asthat of nationand mestizaje174.
asan aestheticcategoryrefersto that particular style that becamepredominantin the arts
during the sixteenthand part of the seventeenthcenturiesin Italy, Spainandother areasof
Europe.As suchit was initially identified by Heinrich Wölfin in 1888'75,in his attemptto
differentiateit from what camebefore, the Renaissance.
In Wölfflin, thetransition from
Renaissanceto Baroquewould be stylistically found in the transitionsfrom the linear to the
pictorial, from solid form to moving form, from closeform to openform, from clearnessto
176.
unclearnessand,the most relevantto this analysis,from multiplicity to unity However,
after Wölfflin's definition, this conceptwas later usedto alsocharacterisethe political and
economicchangesduring thosetwo centuries'77.This last definition seemsto be at the base
of Lewis Mumford's descriptionof the baroquecity that I will analysein the following
chapter18.More generically,and again from Wölfin's theorizations,thebaroquehas also
beendefined as a changeof episteme,asin Michael Foucault'stheorisationsin TheOrder
of Thingsand Gilles Deluze's TheFold19. Finally, thereis that fourth line of definition,
intimately linked to the initial baroqueasan aestheticcategory,and found in the specific
contextof Latin America. Needlessto saythesefour definitions are interlinked through
relations of causation.With regardsto the context of America, TzvetanTodorov has
theorizedthat the encounterwith the `other' producedby the colonisationof the American
continenthad a crucial role in the epistemicchangesin the westernworld describedby
According to Todorov, the encounterwith the American
Foucault,Deleuzeand others180.
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civilisations andtheir different ways of relating to the world contributedgreatly to the
definitions of a westernidentity in oppositionto the colonised`other'. This shift
characterisedthenext two centuriesandmarkedthe transitionto what was later termedas
the modernera in the westernworld. In Todorov's words:
The history of the globe is of coursemadeup of conquestsand defeats,of
colonizationsand discoveriesof others,but, asI shall try to show,it is in fact the
conquestof America that heraldsand establishesour presentidentity ... evenif
every date that permits usto separateany two periods is arbitrary, one is more
suitable,in order to mark the beginningof the modemera,than the year 1492,the
year Columbuscrossesthe Atlantic Ocean.181
However,he doesnot mentionthat this datealsomarkedthe beginningof the transatlantic
slavetrade and its crucial influence on thoseepistemologicalchangesthat took us to what
Todorov calls the `modemera'. Cubanintellectualscould not ommit this fact. Carpentier's
usesof the term baroquedoesnot refer to the more commondefinition of thebaroquein
westernart historiographyasan aestheticmovementrepresentativeof a particular historical
period mainly in EuropeandLatin America during the sixteenthand seventeenth
Carpentierdefinesthe baroqueasa style particular to Latin Americathat
centuries1S2.
resultedfrom the synthesisof different, andin cases,incompatible,styles.For Carpentier,it
was the encounterwith the `other', not only thosewho lived in America whenthe Spanish
first arrived (or the geographicalother of Europe:the `baroquism'of the American
landscape'83),but alsothe African slavesandtheir traditions.From here,Carpentier
extrapolatedthe conceptto every cultural manifestation,sothat for example,Cubanmusic
is defined asthe synthesisproducedby the encountersof the African and Europeanmusical
expressions'84.
In the following chapterI will usethis conceptto characterisethe architectural
particularitiesof Havanaand its symbolismafter the secondhalf of the twentieth century.
In this chapter,baroque,asan aestheticsynthesisof contraries,accompaniesthe other
conceptualpillar of the Latin American experience:religious syncretism.Normally defined
185,
syncretismhas also beenrelatedto the
as `the synthesisof different religiousforms'
processesof cultural assimilationsandcultural transformationsderived from the
experiencesof colonialism and cultural domination.Octavio Pazhastheorisedthe relations
betweenbaroqueaestheticismand religious syncretismascharacterisingthe cultural
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identities formed in the old Spanish colonies, particularly New Spain (now Mexico) after
the conquest. In his text Sor Juana Ines de La Cruz (1982), Paz seesin the seventeenth
century syncretism of the Catholic order of the Jesuits, the origins of the Latin American
national mythologies:

The union betweencriollo aspirationsandthe great Jesuitplan for world
...
unification producedextraordinaryworks in the sphereof religiousbeliefs, aswell
asin art andhistory. Jesuitsyncretism,joined to emergingcriollo patriotism,not
only modified traditional attitudesaboutIndian civilization but motivateda kind of
resurrectionof that past...' 86
PazcharacterisesJesuitsyncretism,not asthe indianizationof Christianity practisedby the
Indians,but asthe translationof the Indian's religious belief into Christianity,a translation
that would `seekprefigurationsand signsof Christianity in paganism'187
and, therefore,
tendedto transformthe differencesof the Indians' cosmologicalbeliefs into the sameness
of Christian universality. As StewartandShawhavepointed out, syncretismis more
productively analysedwhen we put the focuson the `processesof religious synthesis'and
the `discoursesof syncretism"88,and thereforewe look at questionsof dominationand
agency:who translatesone systemof beliefs into anotherandwith what intention.The act
of cultural translationis a power exercisewhich tendsto meaningunification, as arguedby
Homi Bhabhain his essay`How newnessentersthe World', wherehe recovered,from a
postcolonialperspective,Walter Benjamin's theorisationson languagetranslation.In
Benjamin's essay`The Task of the Translator' - that servedasprefaceto his translationof
Baudelairefrom Frenchinto German- he identified thoseelementsin a translationthat
resistedthe translator'stransformations:`that elementin a translationwhich doesnot lend
itself to translation"89.In his reading of Benjamin,Bhabhadefines`thesubjectof cultural
difference' within global metropolitanassimilationsasthis elementof resistanceto
translation'90.The relevanceof thesetheorisationson religious syncretismascultural
translation,when appliedto the Cuban context,is preciselythis presenceof thoseAfrican
elementsthat today still resisttranslationinto the Cubannational mythologiesimported
from Europe.Afro-Cuban religions, mainly Santerfa,are commonlydefined assyncretic
forms derived from the adaptationof Yoruba belief systemsto Catholicism.They were the
result of translationsof Catholic forms into West African ones,andpractisedby the African
slavesat thebeginning of the nineteenthcentury - as in the commondouble-namingof
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Yoruba deitiesasalso Catholicdeities, i.e. Ochünand `La Virgen del Cobre'191.
After the
endof slavery,thesereligious forms kept on being widely practisedby mainly poor AfroCubans,who were separatedfrom theEuro-Cubans'own systemsof beliefs, Catholicism.
After the 1930s,FernandoOrtiz `translated'againtheseAfro-Cuban religious forms back
to the Euro-Cubans,by recordingthroughobservationtheir particular symbolismand
systemof meanings,in order to include them aspart of the new discourseson a Cuban
nationalidentity basedon the total integrationbetweenAfro-Cubansand Euro-Cubans192
According to Leclercq,his intention was to recorda tradition he thoughtwas in extinction,
193.
asOrtiz characterisedthemas `primitive' and thereforea thing of the past Translation
was only one-way:Euro-CubanstranslatedAfro-Cuban traditionsin orderto accommodate
them within the westernconceptof Nation, but without taking themastheir cultural
identity.

In theseefforts of translationsof the CubanAfrican elementsinto the European,Ortiz
himself and one of his disciples,the Euro-CubanethnologistLydia Cabrera,attemptedto
analyseone of the most hermeticbelief systemsof African origin, the male-only secretive
Abakuäsor nänigo societies,of Carabaliorigin194.Thesesocietiesfirst appearedamong
Afro-Cuban slavesworking in the harbourareasof Havana'sport during the beginningof
the nineteenthcentury,and sincethen - asthey also exist today - their presencehasbeen
The
nearly exclusively recordedin this areaof Havanaandthe province of Matanzas'95.
Spanishauthoritiestried to destroythemfrom the 1870s,asthey were seenas the focusof
Sincethen, andevenafter independencefrom Spainin 1898and
male slaveresistance196.
the United Statesin 1902,every authority in Cubahastried to eliminatethem without any
197.This is the reasonwhy their membershave alwaysbeendescribedby mainly
success
Euro-Cubans198
asdangerouscriminals and asocialelementsgoing againstthe idealsof a
unified Cubannation'99.Their presencein Havanahasbeenwidely documentedsincetheir
origin, denotingthe fear the Euro-Cubansprofessedfor them, as for examplein the
descriptionsby white commentatorsof the slaveparadesin Havanaduring `El Dia de los
Reyes' (The ThreeKings Days], the only day during the year when the slavescould go out
in the streetsandexpresstheir cultural traditionsin front of Euro-Cubansand free AfroCubansin the city200.The figure of the riäriigo, or `diablito' (little devil) -a hoodedman
performing nearly-acrobaticmovementsduring theseprocessions[Illustration 8] - has
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become since then an image associated with the persistence of `primitivism' and `atavism'
among black men in Havana201.

e

Illustration 8. Victor Patricio
Landaluze. ireme or nänigo (1881)

As it was recorded by Lydia Cabrera, in order to become an Abakuä, a man neededand still
needs to prove he is a `good son', a `good husband' and a `good father', as it is expressedin
the speech delivered during the initiation of the new members, who at the same time
promise not to reveal the secret of the society to any non-initiate202.Following Cabrera's
account, Daniel E. Walker has recently argued in his essayNo More, No More: Slavery and
Cultural Resistance in Havana and New Orleans (2004), that the existence of these
societies was due to the destruction of familial and friendship links between black Cubans
as a consequence of the slave institution. Walker describes the Abakuä associations during
the nineteenth century as associations that tried to re-establish the black man's sentiment of
`manhood', once the institution of slavery had removed their ability to become husbandsto
their wives and fathers to their children:

The Abakuäs,who still exist today,were originally an all-male secretsocietymade
up of slavesfrom the CrossRiver region of Nigeria. Referredto as eitherNgbe,
Ekpe,or the leopardsociety in West Africa, its memberswere responsiblefor
maintaining the well-being of the community...
To be selectedas a memberof the Abakuäsociety required fulfilling four very strict
criteria. An inducteecould only be nominatedafter he had shown clearevidenceof
being a good father, a good brother, a good friend, and a good husband...Not only
did the Abakuäsrepresentthe most positive attributesof men in the slave
community, but the fact that they punished transgressions such as adultery, stealing,
and disrespect with physical beatings or even death gave them authority in a
community that was in constant battle with a slave regime that denied most vestiges
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evena semblanceof
of black manhoodand questionedwhetherthe slavespossessed
203
a moral codeor ethical system.
Within the objectivesof this chapter,it could be said that thehermeticcharacterof the
Abakuäswas a cultural act of resistanceto translation.Also, that they resistedcultural
translationnot by excludingwhite men,but by excludingwomen,eitherwhite or black.
Even thoughthey were associationsof African origin, Euro-Cubanmen havebeenallowed
to becomemembersof the society sincea very early date.As Cabreraandlater, David
Brown haveexplained,this was due to theinfluence of a black AbakuänamedAndres
Petit, who revealedthe society's secretto Euro-Cubansso they could form their own
societies(the Societyis formed of many small societiesnamed`potencias',`juegos',which
work independently)2°4.
The paradoxical position that the Abakuäs have sustained within the rethorics of mestizaje
in the Cuban national mythologies, resides on their hermeticism. The fact that Abakuäs'
secret codes were not `syncretised' or `translated' into those of the Euro-Cubans had much
to do with their representation as a threat to the ideals of Cuban national identity as a
However, their male-only, but not black- only character
product of cultural synthesis205.
works as paradigm to the utopian mestizo society defended by the majority of the literature
on this subject within Cuba',

even though, it could also be understood that membership of

the Abakuäs by an Euro-Cuban is the result of his `africanization', not of his
4cubanisation'207.As it is expressed in their initiation speech, at the basis of the Abakuäs
has always been the idea of brotherhood, that is, male-only bondage and identification, an
idea that as Benedict Anderson and George Mosse have argued, is also at the base of
modern national formations208.Mosse states that `nationalism had a special affinity for male
society and together with the concept of respectability, legitimized the dominance of men
over women''". Also, in Imagined Communities, Anderson argues that race has not
traditionally been a crucial defining criteria in the constitution of the American modern
nations. Within the Abakuäs, every brother is considered equal to all others, regardless of
skin colour and class. This is also the ideology permeating the modem concept of Nation.
The exclusion of women at the sametime ensures that knowledge is confined to the
masculine, while women obtain just the symbolic presence of the mother to whom the
Abakuä must be a `good son', and the wife to whom he must be a `good husband'. Her
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body is also wherethe physicality of cultural translationtakesplace; producingthe body of
the mulato, which becomesthe site wherecultural differencesare `lived' and apparently
reconciled.
In Cuba, the concept of cultural hybridity has been far too associated with its biological
etymology. Taking into account that the concept of `race' has been definitively questioned
as an ideologically constructed product of the historical contingencies of western
colonialism210- Ortiz himself wrote against this concept in 1946211- the idea of a `mixedrace body' as conforming an other different to assumed `white' and `black' original races,
can only represent a continuation of the nineteenth century's racialist ideologies. Despite
the contradictions, the figure of the mulato is still used as embodying the cultural
foundations of the Cuban nation, so that cultural `mixing' seems to be the result of
biological `mixing'. The cultural authorities after the 1959 Revolution continued this
tradition by rescuing a text by writer Luis Entralgo from the year 1953, where the figure of
the mulato is equated with national unity212.In this text, Entralgo speaks of the `ethnic
liberation' of blacks and whites, freed from character traits coming from their racial origins,
and accomplished just by the sexual encounters between white men and non-white
women213.However, even though Entralgo speaksof a mixed-race man, these associations
between the national and interracial mixing have traditionally been performed by the body
of the mixed-race woman, as has been argued by Vera Kutzinski in her book Sugar's
Secrets: Race and the Erotics of Cuban Nationalism (1993). Kutzinski has pointed out how
the high cultural visibility of the figure of the mulata - as in the case of nineteenth century
214;to finally
novelistic and visual cultures -'contrasts sharply with social invisibility'
conclude that `the mestizo nation is a male homosocial construct premised precisely upon
the disappearance of the feminine. '215

The figure of the Abakuäappearsin a famousdrawing by FedericoMiahle216[Illustration
9], wherehe representsthe slaves' annualcelebrationof their traditionsbrought from
is at the foreground
Africa during `El dia de los reyes' in Havana.The figure of the ireme217
of the picture. To the right of the scene,appearsan Afro-Cuban dressedasan European
gentleman.This figure relatesto the work by the Spanishartist Victor Patricio Landaluze,
who drew severalimagesof Afro-Cubansin Havanadressedin the sameoutfit, a dress
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code often used by cart riders in the city at the end of the nineteenth century [Illustrations
10 and 11].

Illustration 9. Federico Miahle's Dia de los Reyes, La Habana (1855)

Illustrations 10 and 11. V. P. Landaluze's images
of Afro-Cuban men in Havana (1881)
According to Kutzinski, Landaluze and Miahle were recreating the image of `los negros
catedräticos', a vaudeville play written by Francisco Fernandez in the second half of the
nineteenth century. In this play, Afro-Cubans were ridiculed for their attempt to imitate the
[illustration
dress codes and mannerisms of European gentlemen, without much success218
12]. While in Landaluze's representation this figure is shown as part of the parade (he holds
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his hat requesting a donation for the performers) [Illustration 13], in Miahle's he appearsto
join the Euro-Cuban men as spectator to the spectacle. This figure's space seems an inbetween, neither with the Africans nor with the Europeans. He is representedas a creole in
contrast to the only African figure of the Abakuä. Havana had since nearly the beginning of
the colony an important number of `free men of colour', some of whom would also join the
Afro-Cuban cabildos according to ethnic and tribal affiliations219. They would work for
wages or, on occasion, be independent traders, such as tailors. Free Afro-Cubans in urban
areas were a very influential group during the wars of independence and earlier rebellions
against Spanish rule220.In Miahle's illustration, he seems to represent this in-between,
neither African nor European, but a Cuban who has creolised both traditions within
himself. Certainly this creolisation had little to do with the figure of the mulato, later
upheld as the image of the Cuban Nation.

Illustration 12. Publicity poster for Francisco
Fernändez's play `Los negros catedräticos'

Illustration 13. V. P. Landaluze's
Dia de los Reyes, La Habana

Landaluze also made several illustrations of the iremes during the Three Kings Day,
approaching the windows from where white Cuban women would look at the parade

[illustrations 14].

Illustration 14. V. P. Landaluze's representation
of nänigos during El Dia de los Reyes (1878)
Their position within the city was that of a safe and fascinated spectator. At the sametime,
the window would showcase them, and only during that particular day, Afro-Cuban men,
hiding their identities behind the ireme sac, could gaze at them without punishment. This
was also recorded by Euro-Cuban commentators at the time:

Los pardos y morenos esclavos, y algunos libres, de mäs prosopopeya, se
...
presentan... felicitando a cuantos caballeros encuentran al paso, ... ya las senoras,
que por lo general se encierran para librarse de impertinencias, y suelen dejarse ver
en las ventanas o balcones, para divertirse con los mamarrachos, sus saltos, bafflesy
221
carreras.
[The brown and dark slaves, and somefree ones, of more elegancy,... Appear
...
congratulating every gentleman in their way, ...and the ladies, who normally lock
themselves away, allow themselves to be seen in windows and balconies, to enjoy
with the clowns, their jumps, dances and runs. ]

The withdrawal of Euro-Cubanwomen to their spacesof vision in the city - the windows
and balconiesof the domestichouse,has beenan important part of the city's sexual
politics. Historian Robert M. Levine included a photograph entitled Love Making Cuban
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Style, in his book Images of History from 1989 [Illustration 15], where the sexual politics
between the different social groups in Havana are theatrically represented. In his
description, Levine makes an attempt to understand the social context in which this
photograph was taken, and more importantly, how it was perceived:

Illustration 15. Love Making Cuba
Style (Anonimous). Printed in Robert
M. Levine's Images of History (1989)

`Love-making Cuban Style' (circa 1895), was obviously the work of an English
language photographer shooting for the home market. The young man furtively
passesa note to (or receives one from) the heavily chaperoned young woman who,
with eyes averted, stands as if in jail. The black nursemaid holding the white child is
not barred from the suitor, attesting to her social undesirability. In postcard form
these kinds of scenessold briskly in Cuba as well as abroad. It is anyone's guess as
to how receptive upper-class Cubans were to such scenes: they may well have
considered them funny. 222
Levine refers to the black woman's `social undesirability' without commenting on her de
facto sexual availability (to white men). He also interprets her relation with the child she is
holding as that of being his or her nursemaid. As he did not even know who the author was,
it is also impossible to determine whether these assumptions were indeed the
photographer's intentions when he staged the scene. Could it not be possible that the black
woman represents the white man's mistress and the child she is holding her son or
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daughter, fruit from their relationship? Is not this interpretation nearer to what the
photographer experienced in Cuba at the time? Precisely the novel now considered as the
first Cuban novel, Cecilia Valdes,relates the life of a mixed-race woman, daughter of an
Afro-Cuban servant and a wealthy Euro-Cuban businessman,who never recognizes her as
his daughter. The `upper-class' and not so upper-class Cubans would have found this image
not only `funny', they would have most probably identified with it, as they have
traditionally done with the novel by Cirilio Villaverde. The Afro-Cuban woman and the
baby she is holding look at the camera in an act of conspiracy with the spectator, maybe
because she knew what the photographer was trying to imply. Her gesture sharply contrasts
with the other characters' vacuous looks. Going with my interpretation and not that of
Levine, this mixed-race child she holds is what the mythologies of the Cuban Nation would
define as the mulato, the `real' Cuban, product of the encounters between Europeans and
Africans. However, within the two separatedmain cultural groups living then in Havana,
where did this child belong? Where was that cultural space in the city of neither Africans
nor Europeans, but only Cubans that he or shewas supposedto occupy? His or her cultural
identifications would only follow the mother's line. As Afro-Cuban and Euro-Cuban
women were then prevented from accessing and producing the knowledge a nation
normally basesits existence upon, it could be said that, in a patriarchal and racist society, a
child without (an official) father was in fact a child without nation.

Leclercq's distinction betweenan identity basedon mestizajeor synthesisandanotheron
hybridisation seemsnot be adequateto the caseof Havana.The city of Havanashouldbe
seenin the light of other Europeanand Americancities, that is, as socialentities where
different cultural traditionshave traditionally coexisted,thoughin inequality. The modem
This conceptis here
conceptof multiculturalism then appearsmore appropriate223.
understoodin its utopianism,that is, asthe coexistenceof discretecultural traditionsunder
Although, cultural
the samepolitical umbrella that guaranteestheir mutual respect224.
crossoversor influencesare alwaysthere,political guaranteesmeanthat thesetraditions are
allowed to continue existing separately,while also changingwithout having to disappear.
However,as it has beendiscussed,the idea of multiculturalism is more utopian than
factual.Aline Helg hasrecently denouncedthe fact that the Cubanconstitutionstill does
not recognisethe existenceof at leasttwo different cultural traditionswithin the island and
The maintenanceof differencesbetweentraditions the needfor equality betweenthem225.
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with unequal accessto resources,exposure and political and cultural rights - means that it is
a concept being upheld as an `ideal' rather than a reality. In contemporary Cuban
historiography, this ideal is now acquiring relevance. For example, in 2005 the book De
donde son los cubanos? (Where do Cubans comefrom? )226was published in Havana,
recording the historical relevance of four different ethnic, cultural and religious groups in
the island: the Haitians227,the West Indians228(those coming from the English speaking
Caribbean), the Chinese229and the Euro-Jewish230.Dominant representations of the city
during the twentieth century would normally record the dynamics between the two
dominant traditions, Afro-Cuban and Euro-Cuban, if and when Afro-Cubans were
representedat all. However, as I will describe in following chapters, in its representations,
Havana has usually appeared as the space where the traditional concept of mestizaje in
Cuban national mythologies is, more often than not, challenged. What is more important, in
the context of this analysis, is the deep utopianism behind these representations, where the
city becomes the ideal social construct for the pacific coexistence of different traditions. As
in Miahle's and Landaluze's illustrations, the relations between the image and the supposed
`realities' they tried to represent resided in a type of knowledge not always made apparent
by the image itself. This knowledge would always depend on the specific position the
spectator held in the city, whether Afro-Cuban or Euro-Cuban, woman or man, foreign or
national, poor or wealthy, aspiring bohemian or secluded traditional.
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Chapter III: Out With The New, In With The Old: Architecture and
Nation
Todavia hay esto: la revoluciön intenta su arquitectura que sera bella y hace
surgir del suelo suspropias ciudades. Entre tanto, combate la americanizaciön
oponiendole elpasado colonial.
Cuba invocaba antano contra la metropolis voran que era Espana, la
independencia y la libertad de los Estados Unidos; hoy busca contra los Estados
Unidos raices nacionales y resucita a los colonos difuntos.

.]

Los Revolucionariossolo tienenindulgenciapara los edificios construidos
por susabuelosen los primeros tiemposde la democracia.
Jean-PaulSartreHuracän Sobreel Azücar (1960)
[Thereis still this: the revolution attemptsa beautiful architecture,raising from the
earth its own cities. In the meantime, it fights Americanisationby opposingit with
the colonial past.
In the past,Cubainvoked,againstthehungry metropolis that was Spain,the
United States'independenceandfreedom;today it searchesits nationalroots
againstthe United Statesandresuscitatesthe deadcolonisers.
[... ]
The revolutionarieshaveonly clemencyfor the buildings built by their grandparents
]
in the first times of Cubandemocracy.
This chapterfocusesmainly on Havana'sarchitecturalandurbanpeculiarities.I have
looked at thosebuildings that have definedits skyline from the beginningof the 1930suntil
after the 1959political events.They are alsothe buildings usedin most of the
cinematographicproductionsbasedin Havana,in orderto function assignsof the city or its
landmarks.I analyseeachcasein relation to their political and cultural contexts,taking into
accountshifts in meaningsbroughtaboutby political andsocial changes.This chapteralso
dealswith the divisions betweenthe old colonial city or the `baroquecity' andthe more
`North American' city of El Vedado-a subjectalreadyextensivelywritten about,
particularly by Argentinianarchitect andurbanistRobertoSegre.I havetried to put this
division within the contextof what was happeningat the time in the whole of the American
continent,including the United States,regardingthe demolition of old cities and their
replacementwith buildings designedunderthe premisesof the modem style in architecture.
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Another important section of this chapter is the description of the `Hotel' as an architectural
category. I explore how, once it had adopted during the 1950s in Havana the aesthetic
premises of the `International Style', it transformed the city's skyline, adding new layers of
meaning to its visuality. I analyse the romantisation of the old city by Cuban intellectuals particularly Alejo Carpentier - and the Cuban authorities before and after the 1959
revolution, in the light of the new architecture and its meanings. Overall, this chapter
discussesthe role of Havana's architectural peculiarities in the formation of Cuban national
narratives, before and after the 1959 Revolution, with the concept of `the baroque' in the
Latin American context as key to understanding these narratives.

When JeanPaul Sartrewrote his commentson Havana'sarchitecturein Huracän sobreel
Azücar, the relation betweenarchitectureand social changein the United StatesandEurope
had alreadybeenexpressedin the dominant aestheticsof modem architectureasdescribed
in ChapterI. Its influence on the rapid changesthat Havanaexperiencedduring thedecade
of the 1950smeantthe dramatictransformationof the city's visuality, by introducingthe
architecturalform of thehigh-rise modembuilding. The completionof the emblematic
Focsabuilding in 1956[Illustration 16]- then one of the tallest buildings in Havana,
containing400 luxury flats on 28 floors- appearedasa symbol of the city's urban
developmentin accordancewith North Americaneconomichegemonyin the area.After
Focsawas built, new building planscontemplateda sharpincreasein thenumberof rooms
and servicesoffered to the thousandsof North American touristsvisiting the city every
year.The North Americanentertainmentindustry investedin replicasof Miami andLas
Vegashotels and casinos,suchas the Flamingo in Las Vegas,which had beenremodelled
in 1953to allow for the growing gambling industry in the city. The Riviera, Hilton (now
HabanaLibre) andCohibahotels [Illustrations 17 and 18]were finished in the three-year
period before the Revolutionof 1959231.
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Illustration 16. Image of the Focsa building published
in Bohemia, ano 53, n. 5, January 29,1961.
Underneath it reads: `The miracle of the urban
reform', alluding to the reforms introduced by the new
government after 1959 that affected the conditions of
houseowners and tenants in Havana. The new reforms
outlawed the ownership of more than one residence
and make it possible for tenants to become owners of
their residencies.

Illustration 17. Hotel
Riviera Hilton in
Havana.

Illustration 18. Hotel Cohiba in Havana.

The pre-1959 urban project for Havana was known as the Sert Plan, owing its name to the
232,the
Spanish modernist architect Josep Lluis Sert
main designer. This plan was published
in 1956, and proposed the removal of most of the old low-rise buildings along the coastal

line known asMalecön towardsthe eastandthe drastic transformationof the important
architectureof the old city, giving way to the constructionof new high-rise hotels andflats.
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It was a very ambitiousplan, thoughtto provide for the growing needsof a city quickly
becomingan exclusivetourist resort.Becauseit wasnever implemented,duein part to the
political eventsof 1959,this plan acquiredin Cubaa mythical status:it representedwhat
Havanamight havelooked like if the revolution hadnot happenedand,assuch,becamean
important visual prop in the constructionof an undesirableplannedfuture in order to
J. L. Scarpaci,R. SegreandM. Coyula situated
explain the city's presentasdesirable233.
the Sert Plan within the Latin Americancontext.This contextrefersto the applicationof
the InternationalCongressof ModernArchitecture (CLAM) urbanpremisesto the
developmentof cities in Latin America234:
Latin America in the 1950swas oneof the lastbastionsleft untouchedby the urban
planning theoristsof the CIAM. Significant projectsrelatedto CIAM ideaswere
launchedthroughthe region: Sert and Le Corbusier'splan for Bogota(1951), Lucio
Costa'sidea for Brasilia (1957),and Antonio Bonet's project (1957) for the Barrio
Sur neighbourhoodof BuenosAires (Gutierrez,1983).Havana'sproject of 1956
joined this list, with eachof theseplanssharingLe Corbusieranmodelsassociated
with the Athens Charter.235
The symbolic battlesbetweenHavana'stwo main architecturaltraditions,asdescribedby
Sartre,were also being fought elsewhere,in fact everywherein Europeand America,
including within the United Statesborders.At the bottom of the architecturaldebates
openedby the Cubanrevolutionaryprocesswere the contradictionsandpolitical problems
brought aboutby theproject of westernmodemity236.
For the architectsand urbanplanners
in post-1959Cuba,the visual form then being adoptedby the modemNorth Americanand
Europeancity was the preludeto the possibledystopiancharacterof a future urbansociety
basedon the premisesof the free marketand never-endingwealth accumulation237.Havana
is the only important Latin Americancity that managedto savemost of its old city from
what was understoodasthe formal authoritarianismof the Modem Movementin
architecture.
The four physical areasdescribingthe different historical stagesof the city - Old Havana,
HavanaCentral,Vedado andMiramar - canbe seenasthe visual representationof the
cultural shift experiencedby the city, betweenthe endof Spanishrule and the beginningof
the United States'influence in the continent.However,such oppositionsbetweenthe two
traditions were alreadya commontrend in Havana'sarchitecturaland urbandevelopments.
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During the decadeof the 1920s,plans to link Havana's urbanity to its North American
counterparts resulted in ambitious development plans and the construction of the two bestknown Havana landmarks: the Capitolio and the National Hotel. The government, then
headed by General Manuel Machado, had hired the French architect and urban planner,
J.C.N. Forestier, who would partly design and supervise the developments. Forestier looked
at the Parisian experience of the nineteenth century when the city went through
fundamental visual transformations thanks to Baron Haussmann's plans for renovation. The
attempt was to break the narrowness and provincialism of the old Spanish city by
remodelling and designing new avenues through the demolition of old neighbourhoods,
opening up spacesof military monumentality238.The new urban development for Havana
reflected many of the principles that had been at the base of the Haussmanisation of Paris:
mayor monumental buildings were not isolated but linked with the other spacesin the city,
via avenues, boulevards, parks and other buildings239.This urban renovation took the
aesthetics of the neo-classical as its architectural model: the dome-shaped Capitolio, the
Parthenon at the University building and the imperial lions at the end of the Prado
walkway2ao

The most significant visual renovationof the city was the building of the National Capitolio
[Illustrations 19 and 20] twenty yearsbefore the final Americanisationof the city. The
National Capitolio was built between1927and 1929asa nearly exactreplica of the
Capitolio in WashingtonD. C. It representedone of the many attemptsby the then dictator
Manuel Machado241
to associatehimself with the Cubannationalproject, as the leaderwho
would achieveCubans' aspirationsof economicdevelopmentandpolitical independencehaving the United Statesasits model. Situatednext to the old colonial city, its
monumentalitycontrastswith the small scaleof the latter, its low buildings andnarrow
roads.The old colonial city's main featureswere at the time historically identified with the
regressionof the Spanishmetropolis- and in contrastwith the modem look of theNorth
American city. The architecturalform of the Capitolio was an early exampleof the
neoclassicalstyle characteristicof monumentalarchitecturein the United Statesduring the
Neo-classicalarchitecturehasbeen
nineteenthandbeginningsof the twentieth centuries242.
definedas the architecturalstyle that hadas its inspiration the classicalordersfrom the
GreekandRomancivilizations but madecontemporaryby the timesof NapoleonI and
Napoleon III in Franceby G.L. De Cordemoy'streatyNouveauTraite de Toute
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/'Architecture (1706) and M. A. Laugier's Essai sur I'Architecture (Paris, 1753)243.In both
cases, their `anti-baroque' stance meant an attempt to rationalise architectural design,
which, according to De Cordemoy and Laugier, apart from a faithful reproduction of the
classical orders also involved a new simplicity of design, moving away from the decorative
and organic dynamism that had characterised baroque architecture during the seventeenth
and beginning of the eighteenth century in Europe. Neo-classicism in architecture and
urbanism is commonly associated with the idea of Empire, in Rome until 476 AD and
France during the eighteenth and nineteenth centuries, the times of imperial rule by
Napoleon I and Napoleon III. Its presence in the design of the city of Washington D.C. in
the United States during the nineteenth century related to this association of the neoclassical with ideals of social stability and harmony provided by a strong and centralised
form of government, that had as its finest example the city of Paris. In the United States,
the neo-classical was, therefore, the architectural form adopted to symbolise national
identity and unity, at a time when both were still in formation, through the historical events
of genocide and forced displacement of the Native American population, the war with
Mexico and the Civil War that confronted South with North 244

Illustration 19.Postcardwith imageof the Capitolio in Havana.
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Illustration 20. Postcard showing
aerial view of Havana with the Capitolio.

In the American continent, neo-classicism came to visually represent the utopianism of the
American Revolution with the final constitution of an independent state, which according
to Benedict Anderson, set the course for the following national formations and
independence wars in the American continent245.The Capitolio in Havana works as the
visual metaphor for the complete identification between the Cuban and the United States
national projects. It was built before the 1929 stockmarket crash, during the so-called
`dance of the millions', a time of outstanding economic growth for the island 246.On the
day of its inauguration, five beams of light were projected from its dome into the city
[Illustration 21J. The effect at night was that of the cinematographic expressionism of
Lang's Metropolis. The dome-shape represented the universality of Cuban national
principles. The light beams showed its commitment to the modern values of technological
progress and political freedom. The neoclassical modernism of its architecture was the
result of a deep utopianism, that of the Cuban nation, developed during the independence
247.Since its building, it has functioned
as a symbolic marker
wars in the nineteenth century
for Havana on every possible film, tourist flyer or photographic exhibition.
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Illustration 21. Photograph of the Capitolio
inauguration day.

However, its meaning in each of these representations has changed to the point of
obliteration. The symbolic relevance of this building, particularly in the visual
representations analysed here, resides in its capacity to contain visually the historical
aspirations of its origins and its contemporary paradoxes. Inside and underneath its dome,
the visitor faces the world's biggest indoor sculpture: a female figure holding a dagger, as
symbol of the Republic. The walls are clad in green marble and opposite the sculpture,
there is a diamond inserted on the floor right underneath the dome's centre, said to have
belonged to the Russian tsars. This diamond marks the Cuban zero kilometre -a symbolic
point of origin. Miguel de Cespedes,who was Gerardo Machado's private secretary when
the Capitolio was inaugurated, equated the diamond's presence with the symbolic gestures
of old empires:

Todas las grander naciones de la tierra tienen senalado un lugar que sirve como
punto de partida para medir sus distancias. Los antiguos romanos median la
longitud de sus calzadas a partir de un punto situado en ei Capitolio, los franceseslo
hacen desde ei Arco del Triunfo Napoleönico... En Cuba ei punto inicial de la
carretera central sera ei diamante de veinticuatro quilates que se colocarä en ei
centro del salon de Los Pasos Perdidos, directamente bajo la aguja central de la
Cüpula del Capitolio.
[All the great nations on earth have a marked place functioning as starting point to
measure distances. The antique Romans measured the length of their road from a
point situated in their Capitolio, the French do it from the Napoleonic Arch of
Triumph
In Cuba the initial point of the central road will he the twenty-four
...
carat diamond situated at the centre of Los Pasos Perdidos salon, directly
underneath the central needle of the Capitolio's Dome. ]248
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Suchan imperialist tonedoesnot seemto correspondwith the nationalaspirationsof a
small ex-colony.The Capitolio's monumentalityin proportion to its surroundingsstrikes
the viewer asa building out of place,a foreignerto the city whereit cannotfind its equals.
Its symbolismresidespreciselyin this oddnesswithin its surroundings.The history of the
city has theCapitolio asa reminder of the utopian idealsthat inspired its construction:a
building that representsthe birth of a `greatnation' anddesignedaccordingto the aesthetics
reminiscentof westernimperialism in the Americancontinent.
When the Capitolio was built, Havana was still seenas another possible North American
city. Whether as a protectorate or through annexation, successiveNorth American
administrations saw Cuba as part of United States national territory. In his essayon Cuban
history, Philip S. Foner dated such aspirations as early as 1801249.The North American
imagery representing Havana has always fluctuated between this national identification
with the island's destiny and the acknowledgment of Cuba's distance from the American
national project - as evidenced by the use of Spanish as the national language and the
different and diverse cultural backgrounds of its population. The Capitolio was one of the
many cultural products of such ambivalence: it is a monument to Cuba's national
independence that visually betrays the island's submission to a `foreign' and more powerful
nation.

In his book Architecture and Utopia.Design and Capitalist Developmentfrom1973,the
architecturaland socialtheorist ManfredoTafuri discussedthe neo-classicalform of the
city of Washington.From a Marxist perspective,this analysiswas an attemptto explain the
architecturalform of the city asexpressingthe deepcultural and socialtransformations
brought aboutby acceleratedeconomicgrowth and the subsequenturbandevelopment.The
meaningsof neo-classicalarchitecturalforms are,in Tafuri's interpretation,directly linked
to the economicforces,termedas `capitalists',and imposing themselvesthroughthe
elimination of any other economicforms derived from earlier stagesin human
development.In contrastto New York, Washingtonwould be a responseto the inevitability
of socialchangeand assuch,it containedthe ideology of the old order, directly imported
from Europeandculturally imposedon thosealreadyliving in the continent.In classical
Marxist historiographyit is understoodthat during periodsof transition, political powersdo
not necessarilycoincidewith economicpowers,as they are normally associatedwith the
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societal forms now disappearing250.The chaotic growth and new forms of New York
expressedthe aesthetic of those powers now dominant. When specifying the two different
intentions that originated both Washington and New York, Tafuri explains the origins of
contemporary Washington as the heterotypical counter-point to the technological and
socially chaotic New York:

In the planningof Washington,thejeffersonianideologicalprogramwas
immediatelytakenby L'Enfant. The foundingof a capital translatesthe `foundation
of a new world' into visual terms, andcorrespondsto a unitary decisionanda `free
choice' that no collective will in Europehadbeenableto put forward. Thepolitical
choicethat hadbeenmadehad to be expressedby appropriatingthe available
Europeanmodels.Or, rather,thesemodelshad to be graftedonto the American
tradition of city planning.

The Park Commissionhad not to completea city createdand adaptedto business;
rather,it had to work with a deliberatelyabstractcollective symbol, an ideology
realizedin termsof urbanimages,the allegory of a political organizationwhose
socioeconomicconsequenceis a rapid andmobile evolution but which herewishes
to presentitself immobile in its principles.The city of Washingtongives form to the
immobility andconventionalityof thoseprinciples,thererepresentedas ahistoric251
Tafuri arguesthat the creationof Washingtonas city-monumentrespondedin partto the
fear of the futuresocieties'capitalistgrowth and technologicaldevelopmentrevealedin
New York. Washington'sdesignexpressedthe `fear of the urban', as a threatto the
democraticprinciples of the American Revolution,mainly individual freedomandpolitical
According to Tafiui, the growing divisions betweenthe urbanandthe rural
equality252.
Tafuri arguesthat by
were perceivedasa threatto the permanenceof suchprinciples253.
making their capitala monument-city,architectsand urbanplannersin the United States
soughtto visually transcendthe temporalityand rapid changeexperiencedby those
immersedin New York's chaotic urbanity254.
The classicimageof Washingtonhad
therefore,in Tafuri's view, a purpose:that of reassuringits inhabitantsandvisitors particularly national visitors - that the universalvaluesof individual freedomand
democraticrule were safely underthe protectionof the state,regardlessof the unforeseen
changesthe uncontrolledforcesof a freemarket would bring. Suchan interpretationof the
city of Washingtonby Tafuri requiredthe existenceof New York, its chaotic growth and
formal eclecticism,in order to recreateWashingtonasits other,asthe `eternal' and,
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thereforenon-capitalist,city. MonumentalWashingtonwas oneof themany visible
statementsin the discourseson national formation in the United States.However,outside
the particular contingenciesreferedto by Tafuri ascapitalistgrowth in theUnited States
during the nineteenthcentury,it can alsobe saidthat historically, public buildings have
usually beenmonumental,haverepresentedpower,haveaspiredto eternity and,more
importantly, havebeena responseto changesperceivedasthreateningto the statusquo255
It is in the `copy' - what the designof thebuilding or buildings looked for in order to
imitate - wherewe might find the cluesto their symbolismandtheir functionswithin a
particular discourse.Tafuri's interpretationcan be appliedto thebroadercontextof the
political aspirationsof the whole continent,which has traditionally looked to the North
American Revolutionasits political mode1256
Many of the travel booksdedicatedto Havanathat havebeenpublishedin the last ten years
commenton the Capitolio's monumentality,and its isolation from the rest of the city's
visuality257.The building of the Capitolio at the end of the 1920shad the function, among
others,of confirming the westerntraditionswithin the island.Since 1902,after the United
Statesendedthe military occupationof Cuba,this tradition neededto be reinforced,
particularly after the `racewars' of 1912.The building of the Capitolio was an attemptto
visually representthe valuescontainedin the Republic's constitution,which would
emphasisethe needto safeguardthe island's independencefrom the United States.At the
sametime, by looking to the United States'model, it successfullyreplicatedthe latter's
particular `westernisation'.What Cubamainly sharedwith the United Stateswas the
history of the slaveinstitution in its soil and, therefore,the presenceof an important
amongits population.What the visitor to Havana
proportion of African descendents
perceivesasa building `out of place' is not only the Capitolio's monumentalitybut also its
However,what the Capitolio cameto representsinceits inauguration
symbolic presence258.
on May 1929was alreadyat oddswith Havana'snew realities.According to Lawrence
Vale, the building of Capitolshasnormally beensynchronizedwith the building of national
In the caseof Cuba,it was the `danceof the millions', asthe decadeof the
projects259.
1920sin the island hasbeennormally characterised.However,rapid economicgrowth also
meanta tightenedeconomicdependenceon the United States'economy26°.

79

With economic dependencecame cultural influence, which was by the 1920s a nearly
exclusively urban process. This was even more evident after the Great Depression, which
halted any possibility of industrial development and diversification in the island261.While
the rest of Cuba maintained its economic dependance on the production and exportation of
just one type of product, sugar, and of just one market, the United States, Havana was left
as the service centre of a mainly rural country. After the 1929 crash, it was mostly the
growing entertainment industry that would invest in the city262.

After the Capitolio, which was the architecturalform embodyingthe political aspirationsof
a nation,the city's emergentnew realitieswere embodiedin the form of the `hotel'. This
was an architecturalandurbanconceptthat, althoughit had historically beenresolved
accordingto different formal solutions,is contemporarilyassociatedwith the preceptsof
modernistarchitectureoncedeprivedof its initial social aspirations,asJencksarguesin The
Languageof Post-modernArchitecture263.
The constructionboom during the 1950sin
those cities then considered as `tertiary' cities, such as Las Vegas, Miami or Havana,
consolidated such an association for many years to come. The hotel contains within itself
nearly all the features of the traditional city: a gathering centre, governance, leisure space,
market, housing and entertainment. It is designed as a fortress or a medieval walled-city: its
inhabitants do not need to venture outside its limits in order to acquire basic items such as
food, water, clothing or shelter. At the same time, high-rise buildings embodied the
principles of constant urban growth and land speculation: the possibility of a city to grow
upwards and not just horizontally, meant that new investments could be made on urban
space previously `non-existent' or existing just `on air', emphasising the idea that wealth
can be created out of nothing and therefore can also be eternally accumulated2M.The
growing tourist industry, more than any other, came to embody this ideal.

Havanaalreadyhad severalprestigioushotelsprior to 1930,suchasthe Inglaterraand the
Plaza,built at the end of the nineteenthcenturyand still within the architecturalcontextof
the old colonial city. However,the new hotelsbuilt after the 1930s,characterisedby their
monumentalityand purism in style, changedthe visual characterof the city's coastline.
Their designwas situatedwithin the framework of the city's skyline, and transformedit
drastically.Their visual relevancecorrespondedto the importanceof their economicrole in
the city. A hotel built after 1929in Havanaaspiredto be `seen',as its most powerful
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promotional tool was the building itself. This tendency reached its peak at the end of the
1950s with the now emblematic Capri, Hilton and Riviera. However, this development had
already been initiated by the building of the National Hotel at the end of the 1920sright on
the coastline of the Malecön. This hotel [Illustrations 22 and 23] was built during
Machado's dictatorship, again with American investment. Its design and execution were
also the responsibility of an American firm: McKim, Mead & White265.It sits on the top of
a high rocky promontory by the seaand very close to La Rampa, the most well known area
of the Vedado neighbourhood. Its monumentality and positioning made it at the time of its
construction the most significant landmark in the so-called `American city', that area where
the wealthier groups in Havana had moved at the beginning of the century, building mainly
detached houses and mansions under the influence of architectural examples coming from
the United States266

Illustration 22. Postcard showing the
Hotel Nacional in Havana.

Illustration 23. Photograph of the
National Hotel.
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The National Hotel's overall design was a late version of the Art Deco (and neo-classic)
style predominant in New York during the 1920s267.However, its interior is reminiscent of
the old city's colonial architecture. Built in a slow-rise area, it had no `competition'
regarding its height and size before the 1950s.Its image soon became as emblematic of
Havana as that of the Capitolio. It was not long before the National Hotel's reputation
equated with its visual dominance. It became the hotel of choice for most of the
personalities - including relevant figures from the United States' infamous mafia groups 268.In the Cuban
visiting Havana in the twenty-five years following its inauguration
imagination the National, even more so than the Capitolio, was a symbol of United States
political and economic control of the island. The writer Guillermo Cabrera Infante was well
aware of how symbolically charged the National Hotel was for the Havana citizen. In his
novel Three Trapped Tigers, the North American couple visiting Havana spend their nights
at the National Hotel. Cabrera Infante uses their impressions of the hotel to satirise the
figure of the North American tourist in the city. Mr Campbell praises the hotel's American
traits: "If there is anything the Cubans have learnt from us Americans, it is a feeling for
comfort and El Nacional is a comfortable hotel and, even better, it's efficient"269. He makes
this remark after having consistently criticised the Cuban "infernal noises that they must
call music", the humid weather and grotesque crafts. The National Hotel and the North
American tourists who inhabit it are, in Cabrera Infante's satire, metaphors of Havana's
paradoxes. As one of the most recognisable landmarks in the city's skyline from 1930, the
National Hotel was at the same time the sign of a city turning into a foreign land to its own
inhabitants. This explains why those photographs the Bohemia magazine chose to depict of
North American tourists fleeing Havana after the 1s"of January of 1959, had been taken in
front of the National Hotel [Illustration 24]. By then, the National had appeared in every
film or postcard advertising the city to the potential North American visitor. For the
inhabitant of Havana, the sight of North American tourists fleeing the city from the
National Hotel came to symbolise the moment when the city was taken back to them.
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Illustration 24. Pagefrom
Bohemia showing North
American tourists leaving the
Hotel Nacional after the 1" of
January 1959. Bohemia, ano
51, No. 1, January 2,1959.

Together with the Capitolio, the National Hotel was also often represented in many of the
films shot in Havana before January 1959. In films such as A la Habana me Voy, Sucediö
en La Habana, Weekendin Havana or Una Gallega en La Habana, the introductory shots
mainly consisted of these two buildings (See DVD: A la Habana me Voy and Weekendin
Havana: sequencesintroducing Havana). It was their `North American resonance' that
made them so appropriate for the big screen. Cinema and architecture had by then already
intermingled to give to the image of the `city' its predominantly North American and
cinematographic look. When images of the Capitolio and the National Hotel appeared on
the screen, it was the background Latin-sounding music that would locate them in the
Caribbean islands. In her work La Invenciön de La Habana, Enma Alvarez Tabio

distinguishesbetween `outside' and `inside' view-points when representingHavana270.
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Although her study refers exclusively to literary casesin Cuba, this distinction can be
applied to the cinematographic tradition. Each of the films cited above, whether North
American, Mexican, Argentinian or Cuban productions, had the point of view of the
`outsider' or the tourist. Havana is the city we are transported to, and therefore such a visual

introductionbecomesnecessaryin order to announceto the spectatora changeof scenario.
Views of the old city arepractically non-existent,apartfrom a still of the cathedral'sfacade
in Weekendin Havana. Onceinside,the city spacesrepresentedare almostexclusivelythe
cabaret,the casinoand the hotel room, which would typically be housedin oneof the
luxury hotels.

Taking into accountthat exclusivelyCubanproductionswere very rare before 1959,cases
of an `inside' perspective,wherethe representationof Havana'smain landmarkswas
unnecessary,werealso very few. One of themost significant examplesin Cuban
cinematographybefore 1959was EstampasHabaneras(1939). In this film, the characters
occupy the spacesof theold city - comprisingold Havanaand centralHavana- away from
the North Americanmansionsof Vedadoand Miramar. There are no long shotsof the city,
or architecturalreferencesto location.However,interiorsand outsidefacadesare of a
marked `Spanishlook', togetherwith the performedsongsand dances.Spectatorsknow
they are in Havanabecausethe main charactersare distinctively `habaneros'.The city is
representedthrough its music and customs,not its architecture.
This film had tried to makeHavanathe symbolicsite for Cubannationalmythologies,
including the myth of a nation basedon cultural diversity, asexpressedby the different
nationalitiesand ethnicitiesof the characters.This last aspectin the film will be analysedin
following chapters.For the purposesof this chapter,it is important to emphasisethe
omissionwithin the film of thoseNorth Americancultural traits presentin Cubaat the
time, primarily its architecturalexpressions,which were then acquiring a dominantrole.
Even thoughthe so-calledfloridizaci6n271of the city was well advancedtowardsthe west
in Vedadoand Miramar, the locationschosento film EstampasHabaneraswere restricted
to the port surroundingsand the distinctive spacesof the old city. The old colonial city is in
this film held up asthe symbolic spaceof national identity and, therefore,resistanceto the
cultural influencescoming from the United States272.
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In Siete Muertes a Plazo Fijo [Illustration 35], shot seventeenyears later, the `inside'
perspective is also dominant. However, this time the `Americanisation' of the city becomes
unavoidable. The main characters live in the North American mansions of Vedado and visit
the cabarets and nightclubs at the American hotels. This film was an attempt to paraphrase
some of the stylistic features of the Hollywood noir genre characteristic of the 1950sand
by then well known to Cuban audiences273.
These features comprised references to the
gangster and gun culture in the North American city together with its car culture, and filmic
strategies such as dramatic camera angles, close-up shots of the characters' faces and the
use of chiaroscuro and highly contrasted images. All of the latter were strategies being used
at the time in the Hollywood noir tradition in order to emphasise feelings of uncertainty and
fear of the urban at night274.Such imitations of the noir genre and the almost exclusive
location of sequencesin the area of Vedado gave the Cuban spectator a `Americanised'
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imageof Havana.
The visual contrastsestablishedat the endof the 1950sbetweenthe old city andthe new
North Americancity can be understoodasthe ideologicalseparationof what was then
defined ascapitalistand socialistmodernities. By then,thoseon the island who identified
the North Americancity - the monumentality,glassandsteel of the high-risemodem
building - asvisual signifiers for the ideology of capitalism,had alreadyan imageof what a
non-capitalistcity would look like. It wasnot the easternEuropeanlook of the cities in the
Soviet Bloc but the low rise andhumanscaleof the old city, built at a time thought to be of
higher spirituality andreconciliation with nature.The post-1959events,which culminated
with the attemptto removeany United States'economicandpolitical influence on the
island276,
allowed for a new look at the old city, at the time a mostly neglectedand marginal
space.
Sucha new look concentratedon thoseaspectsof the old city that would distinctively
differentiateit from the rationalist and functional aestheticof the modem style. Even
thoughthe architectureof the new hotelswas neitherthe only onenor the most important
during the 1950sin Havana,it was their monumentalityand social significancethat made
of them a visual summaryof what had happenedin the city during that decade.Alejo
Carpentier,in tune with the nationalrhetoric of the revolutionaryleadersafter 1959,looked
to the old city in searchof a national style that would standin defianceagainstthe
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hegemonic architectural and urban forms coming from the United States. The publication
of his poetic essayLa Ciudad de Las Columnas in 1964 [City of Columns], dedicated to the
particularities of Old Havana's architectural style, corresponded to the glamorisation of the
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colonial architecture in the following years. It assumesa spontaneity lacking in the new
North American urban forms. However, in this essay,Carpentier seems to be describing an
archaeological space,where only the ruined walls and the dusty architectural motifs
provide clues to an older civilisation. He does not include in his analysis the old city's
inhabitants, as if they did not belong there, but were just its temporary guests. For Enma
Alvarez Tabio, Carpentier's approach to Havana in
much of his literary work belongs to an
`outsider' position. His European origin and the long periods spent in Europe, mainly
France, are, again according to Alvarez Tabio, the reasons for this lack of `intimacy' with
the city and its inhabitants. In his search for a national style, which he defines as a `nonstyle', Carpentier makes the `syncretic', the synthesis of different architectural styles into a
new coherent form, the most recognisable feature of the old city. He seesthis Cuban `nonstyle' in the many `baroque' motifs that can be found repeated in the old city, such as the
proliferation of columns in its streets, the grilles and gratings at the front doors and the
stained glass windows, the overall profusion of a formally eclectic ornamentation,
markedly differentiated from the purity of the modem forms. For Carpentier, the whole city
was designed to be `in the shade':

La vieja ciudad,antailollamadade intramurosesciudad en sombras,hechaparala
explotaciönde la sombras- sombra,ella misma,cuandose la piensaen contraste
con todo lo que le fue germinando,creciendo,haciael Oeste,desdelos comienzos
de estesiglo, en que la superposiciönde estilos, la innovaciönde estilos,buenosy
malos,mäsmalosque buenos,fueron creandoa La Habanaeseestilo sin estilo que
a la larga,por procesode simbiosis,la amalgama,se engeen un barroquismo
peculiarque hacelas vecesde estilo, inscribiendoseen la historia de los
comportamientosurbanisticos.Porque,poco a poco, de lo abigarrado,de lo
entremezclado,de lo encajadoentrerealidadesdistintas,han ido surgiendolas
constantesde un empaquegeneralquedistinguea La Habanade otrasciudadesdel
continente278
[The old city, in old timescalled walled-city, is a city in theshade- theshade,itself, whenwe think of it in contrastwith everythingthat wasgerminating,growing,
towards the West,from the beginningof the century,in which the superpositionof
styles,the innovationof styles,good and bad, thoughmore bad onesthan good
ones,created in Havana that style without style that later, by a symbioticprocess,
the amalgamation,standsasa peculiar baroquismthat acts asa style, inserting
itself in the history of urbanistic actions.Because,little by little, from the
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multicoloured, from the mixture, from the_ftted between different realities, emerged
the constants of a general pattern that distinguishes Havana from the other cities in
the continent. ]
Overall La Ciudad de Las Columnas must be seenwithin the context of the cultural
struggles characteristic during the 1950s not only in Cuba but also in Europe, which would
nearly always imply the establishment of dichotomies between the North American city and
the city forms of the past [Illustration 25]. However, in the particular case of Cuba, what
Carpentier finds in the old city is a tradition left in the form of a baroque urban space. As
introduced in Chapter 11,the concept of the `baroque' has been very important in the
construction of Cuban national narratives, mainly in the writings of predominant Cuban
intellectuals, not only Carpentier but also Jose Lezama Lima.

As it was during the sixteenth and seventeenthcenturies when the Spanish Empire in
America consolidated, the type of architecture and urban planning exported to the colonies
coincided with the aesthetic premises then dominant in the metropolis. In their beginnings,
new cities were built with the forms of what is normally termed the `Colonial Style' in
architecture and the visual arts, a style characterised by the adaptation of European baroque
to the cultural and geographical specificities of North and South America, including the
Caribbean islands279.Carpentier's recovery of the American baroque relates to this `point
of origin', the encounter of the Spanish Empire with the continent (not only the people
already living there, but also the continent's different geography), as the crucial formative
period of a Latin American identity. However, apart from this historical contingency, there
was more in the definitions of the baroque that fitted conveniently the need for a new
discourse on what it meant to be [. atin American.

Illustration 25. Photograph
illustrating A. Carpentier's essay City
of Column., (1982 edition)
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The `syncretic',accordingto Carpentier,is a dominantfeaturein the categoryof the
`baroque',or, moreprecisely,is what definesthe baroquein theculturesof Latin America,
as expressedin the paragraphabove.Heinrich Wölfflin's formal definition of the baroque
style in his text Renaissanceand Baroque(1888)alreadycontainedthe notion of synthesis,
Wölfin also understood
the tendencyto unity that Wölfin found in the baroqueform280.
Wölfflin's notion was later recoveredby
the baroqueasa sign of crisis and decline281.
Gilles Deleuzein his own theorizationson the subject:
Wölfflin has summarisedthe lessonsof this progressivityof light that grows and
ebbs,andthat is transmittedby degrees.It is the relativity of clarity (asmuch asof
movement),the inseparabilityof clarity from obscurity,the effacementof contourin short,the oppositionto Descartes,who remaineda man of the Renaissance,from
the doublepoint of view of physicsof light anda logic of the idea.282
However,Carpentieralsotook his notion of the baroquefrom the Spanishthinker Eugenio
D'Ors who, asearly as 1920,had alreadytheorisedon the baroqueasa style born from the
encounterof contraries:
Siempreque encontramosreunidasen un solo gestovarias intenciones
contradictorias,el resultadoestilistico pertenecea la categoriadel Barroco. El
espiritubarroco,para decirlo vulgarmentey de una vez, no sabelo que quiere.283
[Whenwefind gatheredin just onegestureseveralcontradictoryintentions,the
stylistic result belongsto the baroquecategory.Thebaroquespirit, to say it at once
and commonly,doesnot know what it wants.] (my emphasis)
In its relation to the categoryof the `other'284,thebaroquecameto exist when the `same'
and its `other' formed an hybrid, `lived together', sothat it appearsasan expressionof a
crisis of identity. Alejo Carpentierlived in Parisduring the 1930s285,
collaboratingwith
someof the membersof the surrealistmovement-mainly thosewho had separatedfrom
Andre Breton in 1930- andparticipatingfully in the city's avant-gardeculture during those
Following this Parisianexperienceand the exposureto the city's cultural
years286.
Carpentierconcluded
recreationsof a `primitive' Africa within andoutsidesurrealism287,
describingthe Latin Americanreality using the dichotomiesestablishedbetweenWestern
civilization andits others('primitive' Africa) that had beenso crucial in the formation of
Surrealismandbaroque,or surrealismasa new baroque,embodied
the Parisavant-garde288.
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that coexistenceof contraries,of the sameand its `other', which, accordingto Alejo
CarpentierandJoseLezamaLima289,cameto define the Americancontinent.
The writer Luis Duno-Gottberg has characterisedthe concept of baroque in the Spanish and
the Latin American contexts as a mainly Cuban phenomenon. In his essay `(Neo)barroco
cubano e identidad. El periplo de Alejo Carpentier a Severo Sarduy'290,lo barroco as the
stylistic dominant of the old colonial city, served as the basis for new mystifications of the
national brought about by the revolutionary processesinitiated in 1959. Overall, DunoGottberg argues that Carpentier's concept of Lo Barroco is in direct relation to the `cultural
and racial diversity' of the Latin American people, and therefore `se vincula asi a un
proyecto politico'291 [it connects itself with a political project]. The category of the baroque
was readily available to explain the differences representedby Latin America with respect
to European and North American modernisms, because in its definition there was the
possibility of syncretism: a peaceful cohabitation of the same and its `other', as it was
visually manifested mainly in the architectural forms of the old colonial cities. From such
mythical narratives of the Latin American continent, Carpentier and Lezama Lima moved
to describe Cuban cultural formations following the premises of a baroque syncretism.
Carpentier first reachedthis conclusion in his works describing the origins and main
features of the Cuban musical tradition292.Later he attempted to extrapolate the same
293
analysis to Havana's old architecture in La Ciudad de Las Columnas.

Another Cubanauthorwho appliedthe conceptof the baroqueto Havana'svisual
particularitieswas SeveroSarduy.EnmaAlvarez Tabfo dedicateda whole section,entitled
`De la ciudad modernaa la ciudadbarroca' [From themodernto the baroqueCity]294,to
SeveroSarduy's literary approachesto the city during the 1950s,particularly in his fictional
Alvarez Tabio's argument,Sarduy's
novel De Donde SonLos Cantantes(1967).In
definition of Havanaat the end of the 1950sas a city that `hasarrived at its baroque'
coincidedwith Sarduy'stheorisationson the categoryof the baroque- mainly in his essay
entitled Barroco (1974),wherehe wrote on the differencesbetweenGalileo's circle and
Kepler's ellipse asthe visual trope embodyingthe idea of the baroque:
El descentramiento- la anulaciöndel centroi nico - repercuteen el espacio
simbölico por excelencia:el discursourbano.295
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[The decentralization - the elimination of the unique centre - impacts on the
symbolic space per excellence: the urban discourse]
This lack of a unique centre, resulting from the proliferation of multiple centres is, in
Alvarez-Tabio's interpretation, a metaphorisation of the type of urban growth experienced
by Havana from the 1930sto the 1950s. Such growth had resulted in a constant move of
the city centre from the old colonial city to the area of La Rampa in Vedado, passing
through Havana Central. Another sign of Havana's `baroquism' at the end of the 1950s,as
noted in Sarduy's literary work, would be the writer's references to the city's `excessive'
nature:

La ciudadque `ha llegadoa subarroco' exhibe,consecuentemente,
sudesmesura,
susexcesos,su demasia:la cüpula del capitolio de La Habanaescinco metrosmas
alta quela del Capitolio de Washington,el teatroBlanquita tieneveinte lunetasmas
que el Radio City de NuevaYork, y asi por el estilo.296
[Thecity that 'has arrived at its baroque' exhibits,therefore,its lack of measure,its
thecapitolio's domein Havana isfive metreshigher than the one in
excessiveness:
Capitolio
in
Washington,the Blanquita theatre has twentymore `lunetas'than
the
the Radio City in New York,and it goeson.]
Therefore,in Alvarez Tabio's readingof Sarduy's main texts,it is this excessiveness
and
lack of a stablecity centrethat would defineHavanaasa baroquecity at the endof the
1950s.However,amongthe many authorswho haveattempteda definition of a baroque
sensibility outsidethe historicist interpretation,excessandrelocationof a uniquecentreare
not enoughto recognisethebaroquein a stylistic solution - not evenin Sarduy'swritings.
Excesswould needto refer to excessivestylistic cohabitationwithout a hierarchicalorder.
It was not only that the `centre'had beenmoved,but that themultiple and different centres
would cohabit in a stylistic synthesis- whetherfinal or just transientasin the figure of `the
fold' in Deleuze,or the `style without style' in Carpentier.
It is not my intention to defendthe appropriateness
of the categoryof the baroquein order
to explain Havana's dominantrepresentationsat the time. More relevantto this study is the
relation betweentheorisationson thebaroqueas found in the visual forms of the city,
mentionedabove,andnew approachesto theurban during the 1950sandbeginningof the
1960s,not only in Cubabut also within the entire westernworld. In 1961Lewis Mumford
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publisheda theoreticalaccounton the history of the western- mainly the Europeanand
North American - city wherethe distinctionsbetweenwhat he calls themedievalandthe
baroquecity residedon the level of authoritariancentralisationexercisedby therecently
formed nationsin the fifteenth and sixteenthcenturies297.
For Mumford, it is the
enforcementof the state,its bureaucraticformation andgrowing capacityfor socialcontrol
that would explainmany of the new urbanforms designedat the time andincreasingly
dominantin future urbanplansfor the main Europeancapitals.Baroqueurbanplanning was
an attemptto managean alreadyhighly `baroque'urbanreality, grown to excessand
involving the closecohabitationof different cultures,definedby class,genderand racial
differences.His final analysisof the city of WashingtonD.C. in the United Stateswould
work asproof of how sucha `baroque'conceptionin urbanismwasexportedto the
Americancontinentandtakento its logical conclusions:
On the surface,Washingtonhadall the aspectsof a superbbaroqueplan: the sitting
of the public buildings, grandavenues,the axial approaches,themonumentalscale,
the envelopinggreenery.With no singlecity, not even St. Petersburg,availableto
servehim asmodel,L'Enfant had neverthelesssucceededin envisagingwhat a
greatcapital, conceivedin baroqueterms,might be. He hadheededAlberti's dictum
that `thecity, or ratherthe region of the city, is the greatestand most important
amongpublic buildings.' 298
Therefore,accordingto Mumford, it would be in the eighteenthand nineteenthcenturies
that baroquecity planning would be properly developedand applied,andonly in the major
Europeanand North Americancities. The rest of the world's other metropolitancentres,
including the colonial cities,would experiencesuchurbanre-organisationonly at the end of
the nineteenthcenturyand beginningof the twentieth century.In the caseof Havana,this
would for the most part meanForestier'splans during the 1920s,with the designof the
Capitolio area,its surroundinggardensand avenues.Suchplanswere in part frustratedby
the Great Depressionandsoonreplacedby the new urban forms then characteristicof the
capitalistcity, asdescribedby Mumford:
The dismissalof L'Enfant was a sign that the landownersand commercial
speculators,not the government,were to exercisethe major control over the
developmentof the capital. [... ].
[... ]. In the nameof freedom,the new leadersof commerceand industry, once they
were freed from the restraintsof baroquetaste,invited speculativeuncertaintyand
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planless competition. As a result, the great tide of urbanization in the nineteenth
century resulted in a strange phenomenon: the progressive submergenceof the city.
The landscapewas filled, instead, with a spreading mass of urban flotsam and
jetsam, cast overboard in the storm of capitalist enterprise.299

The distinctionsmadein 1961by Mumford, betweenthe medievalcity and the baroque
city, respondedto his preoccupation,sharedby many of his contemporaries,
with the
hegemonyof modernarchitectureandthe ideology of the free marketin the planningof
new urbancentres.The medievaltown, still physically presentin Europe,but historically
absentin the United States,cameto visually embodya city createdto be a lived-in
community, easilytransitedby foot -a human-scalecity, known to eachof its inhabitants
and ignorant of the principlesof functionalism,wealth accumulationand statecontrol:
With certainnotableexceptions,the dominantmedievalbuildings did not exist in
empty spaces;still lessdid one approachthemalong a formal axis.That type of
spacecamein with the sixteenthcentury,asin the approachto SantaCrocein
Florence;andit was only with the nineteenthcentury that urban `improvers'who
were incapableof appreciatingthemedieval systemof town planningremovedthe
smaller structuresthat crowdedaroundthe greatcathedrals,to createa wide
parklike area,like that in front of Notre Damein Paris:bleak staringemptiness.
This underminesthe very essenceof the medievalapproach:the secrecyand the
surprise,the suddenopeningand the liftupwards, the richnessof carveddetail,
meant to be viewednear at hand.
Aesthetically,a medievaltown is like a medievaltapestry:the eye,challengedby
the rich intricacy of the design,roams backand forth over the entire fabric,
captivatedby a flower, an animal, a head,lingering whereit pleases,retracingits
path, taking in the whole only by assimilatingthe parts,not commandingthe design
at a single glance.300[my italics]
Suchvindication of the old city was then a commontheme in the United StatesandEurope.
Oneyear after the City in History's publication,JaneJacobsalsopublishedher book The
Death and Life of GreatAmerican Cities (1961). This essayhas beentakenasa manifesto
againstthe dystopianresultsof urbanplanning asdefendedby Le Corbusier.Her calls for
urban diversity andthe needfor uncontrolledurbangrowth precludedthe post-modem
critique of modernismasmetanarrative,of which the needfor urbanplanning hadbeenone
of its most visible results.However,it is in her defenceof the old building wherewe find
the new sensibility towardscity growth, sevenyearsbefore the urbanunrestin many cities
in Europeand the United Statesthat characterisedthe endof the 1960s:
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Cities needold buildings sobadly it is probably impossiblefor vigorous streetsand
districtsto grow without them.By old buildings I meannot museum-pieceold
buildings, not old buildings in an excellentand expensivestateof rehabilitationalthoughthesemake fine ingredients- but also a good lot of plain, ordinary,lowvalueold buildings,including somerundown old buildings.
Old ideascan sometimesusenew buildings.New ideasmustuse old buildings.30'
Carpentier'sdescriptionof Havana'sbaroquismbelongedin part to this idealisationof the
old town by Mumford and Jacobs.The similaritiesbetweenMumford's descriptionof the
medievaltown and that of Carpentier'sin Havanarelatedto the samenotion of the city as,
first of all, an aestheticexperience:`thesecrecyandthe surprise', `richnessof carveddetail,
meantto be viewed nearat hand.' However,Carpentierwas not describinga medieval
town, nor a baroquecity, in the strict historical senseof theseconcepts.His description
seemsto coincideratherwith the notion of eclecticismin architecture302:`the
superimpositionof styles,the innovationof styles,good andbad, thoughmore bad ones
than goodones,createdin Havanathat style without style ... '. When most of old Havana
was built, baroqueurbanplanning did not exist in Spanishcities. What did existwas a
baroquesensibility, dominantin the visual arts and literatureduring the sixteenthand
seventeenthcenturies.After this period,the city grew by stages,following a variety of
aestheticpremisescoming not only from different historical periods,but also from different
303
regional areas In fact, the most eclecticareaof Havanais not the old colonial town or
the nineteenthcenturyareaof HavanaCentro,but the twentieth century's `American' city
of Vedado.The wealthy families who startedbuilding Vedadoat the beginningof the
century often contractedprivate architectsandcreatedtheir own housesfollowing very
diversestyles.This happenedthroughoutthe century,sothat next to a neo-classicalstyle
mansionyou might find a modernisthouseunderthe influence of an architectsuchasMies
Van der Rohe.Other housesmight follow Art Deco or SpanishColonial new style. Indeed,
old andcentral Havanaare stylistically very uniform areaswhen comparedto Vedado
[Illustrations 26,27, and28]. The sensibility that Carpentiersaw in Havanawas a sign of
urbandiversity prior to the urban standardizationrepresentedby modem architecture.
However,it was not eclecticismthat he was looking for, but rather syncreticism.Even
thoughin philosophy the term eclecticismand syncretismtend to coincide304,
whenwe
look at cities, there is a differencebetweenthepresenceof buildings designedborrowing
from different stylesandthe coexistencein the samecity areaof buildings stylistically
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different305.The description of Las Vegas by Venturi, Scott Brown and Izenour seem to
coincide with the latter306,probably because,unlike Carpentier, they were not in search of
synthesis, but rather of plurality. Carpentier walked the city, discovering the variety of its
motifs and forms. Finally, as in his previous descriptions of Cuban music, he held it up as a
visual essayof Cuban identity. What Havana really was about, eclecticism as plurality, was
transformed into eclecticism as synthesis307.This baroque quality, the syncretism of
different styles, its lack of order and hierarchy is what Carpentier identifies as the origin of
the Cuban nation, a quality shared with the other Latin American nations. However,
allusions to the category of the baroque were not limited to the Latin American context.
From Eugenio D'Ors's 1944 text to the Situationists' references to their aesthetic as
`baroque' at the end of the 1950s, references to the old category of the baroque responded a
great deal to the increasing discomfort with the urban life originated from the hegemony of
rationalist thought and its homogenising effect308.The old colonial city in Havana, also
coming from an old Empire, was, at least apparently, designed following precepts foreign
to capitalist urban planning.

Illustrations 26 and 27. Vedadohouses
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Illustration 28. VedadoMethodist church.
Whether or not there was a coincidence in meanings and intentions between Lewis
Mumford and Carpentier when theorising the aesthetics of the baroque city, the role of
Havana in this debate at that particular time, the beginning of the 1960s, seems crucial. The
importance of the category of the baroque when discussing Havana's visuality resides,
therefore, in this identification of the old colonial city with the ideological project born
from the political events of 1959. This ideological project had as its `other' the one
represented by the United States and was based on two very similar precepts: a) the
existence of a Latin American identity, a product of the supposedly cultural syncretism
caused by the Spanish colonisation, and in opposition to North American identity; b) the
identification of this Latin American identity with the premises of an international
socialism, and again, in opposition with the North American political project.

Coming back to SeveroSarduy'swritings on this subject,the ideaof thebaroquewhen
linked to the idea of the city was finally translatedasa revolutionary aesthetic:
Barroco que en su acciön de bascular, en su caida, en su lenguaje pinturero a veces
estridente, abigarrado y caötico, metaforiza la impugnaciön de la entidad logo
centrica que hasta entonces lo estructuraba desde su lejania y su autoridad; barroco
que recusa toda instauraciön, que metaforiza al orden discutido, al diosjuzgado, a la
ley transgredida. Barroco de la Revoluciön. 309
[Baroque that in its action of swinging, in its fall, in its picturesque language
sometimes strident, multi-coloured and chaotic, metaphorises the impugnation of
the logocentric entity, which until then had structured it from its remoteness and its
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authority; baroque which challenges all restoration, which metaphorises the
discussed order, thejudged god, the transgressed law. Baroque of the Revolution. ]

Links betweena baroqueaestheticandthe aestheticsof the Revolutionhavebeendrawn in
Europesincethe time of the FrenchRevolution. However,when Sarduywrote the above
text he had first handexperienceof the aestheticsdevelopedby thoseinvolved in May
1968'srevolutionaryrhetorics,as he had alreadybeenliving in Parisfor ten years310
However,asa Cubanexile, his referenceswere alsothe aestheticscoming from the island
and associatedwith revolutionarychange.
Sarduy'swriting of 1973on the baroquecity andits revolutionarynature,while actually
witnessingthe radical changesand socialunrestin both countries,Cubaand France,
exemplifiesthe relevanceof old Havanaat the time. The relationsbetweenthe baroqueand
the revolutionaryin Havanaafter 1959and Parisduring the end of the 1960sand beginning
of the 1970s,are articulatedthroughthis notion of the old city asthe spacethat comesto
representan `other' to what was then understoodasthe capitalist city. The fact that the
new `Americancity' had many formal similarities with the dystopianarchitectures
characteristicof the socialistcities in EasternEurope,also gavethe distinctive visuality of
the old city suchsignificance.
In his 1969book Diez anosde architectura en Cubarevolucionaria (Ten Yearsof
Architecture in RevolutionaryCuba), RobertoSegreillustrated Havana'surbangrowth
beforethe 1959revolution by contrastingtwo images:the imageof one of the slums
outsideHavanaand the imageof two of the new buildings of luxury flats by the Malecbn,
the Focsaand the Someillän31[Illustration 29]. The horizontality of the former and
verticality of the latter come to visually representthe duality establishedbetweentheFirst
andthe Third world at the beginningof the 1960s.By juxtaposing thesetwo images,Segre
intendedto describethe existenceof the first world in a third world city. The battle that
post-1959architectsandurbanplannerspresentedto the hegemonyof United States'urban
designin the developmentplansfor Havanahadmuch to do with the symbolicmeanings
the Cubansthen attachedto the high-rise building designedunderthe premisesof the
modem style in architecture.The majority, rising from Havana'sskyline, were hotelsand
luxury flats, making their imagedominant,as if to define thecharacterof the city. In the
96

particular case of Havana, the fact that it had always been a low-rise city, accentuated the
power of such an image: no other building could compete with the economic and social
dominance of the North American hotel. The Cuban national project at the end of the
decade of the 1960s,the aspirations to national independence, could not be found on
Havana's skyline, apart from the timid and now low-rise dome of the Capitolio. Political
rhetoric basedon national mythologies of self-fulfilment through political independence
directly contradicted the imposing image of the North American hotel. Later, all along the
Malecön to the National Hotel followed the high-rise buildings of the Hilton, the Capri and
the Riviera. Such contradiction was presented at once to anyone new to Havana's recently
refashioned skyline.

Illustration 29. Photographs illustrating R.
Segre's book Diez anos de arquitecture en
Cuba revolutionaria (1969)

Many of the aesthetics developed after 1959 in Havana were an attempt to define it
politically and culturally as a revolutionary city. A clear example of this is the use of the
city's walls, not only to propagate political ideologies, but also and particularly to create the
illusion of urban utopianism: a city that belongs to its citizens, who make free use of it and
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creativelytransformit312.Even thoughthe useof the city's walls for political denunciation
hasbeenaroundcenturies,during May 1968it becamethe visual embodimentof a new
form of urbanutopianism:the city aswork of art andits citizen asthe artist. However,far
from this ideaof the city as artistic creationandartistic living, thenew Cuban
government'sfirst plan for Havanahad beento end its statusasexclusively a servicecity
following the old Soviet idealsof urbandevelopment,that is, the creationof a city of new
In this sense,
proletarians,producedby and associatedwith newly createdindustries313.
thosefirst involved in the designof a new urbanismfor Havana,oncethe SertPlanwas
dispensedwith, were still recipientsof that utopianismthat hadtaken hold at the beginning
of the twentiethcentury in Europeandthe United States,wheretechnologicaldevelopment
and the possibilitiesof humanprogresswerethe foundationsof nearlyevery utopian
projectiononto the city.
RobertoSegrecharacterizesthe urbanefforts of the first eight yearsafter the 1959
revolution as an attemptto visually opposethe pastwith a totally new form, consistentwith
the new `contents'assumedby a revolutionaryarchitectureandurbanism.However,in the
two phaseshe distinguishesduring theseeight years,he describesthe early relocationsof
someof the alreadyexistentbuilding's purposesas alsoan importantpart in the recreationsof the city asrevolutionary:
Al comienzode la Revoluciönjuega un papelpredominantela transformaciönde
los valoressimbblicosque carganlas formasde la arquitecturade la capital.Ella
representaei nivel de vida de una minoria desarrolladadentrode un marco
mayoritario subdesarrollado,de equipamientofuncional y de serviciosequiparables
al `standard'de un pais industrializadoy no de un pals esencialmenteagricola...
Las primerasiniciativas cambianlos contenidosconservandolas formas: los
cuartelesconvertidosen escuelas,los clubs privadosen circulos socialesdel pueblo,
las lujosasmansions de la burguesiaen viviendaspars los becados.La segunda
etapaconsisteen la creaciönde las formasrepresentativasde los nuevos

314
contenidos

[At the beginningof theRevolutionthe transformationof the symbolicvalues,which
are carried by the architecturalforms in the capital, play a predominantrole.
[Havana] representsthestatus of a developedminority inside an underdeveloped
majority, with advancedequipmentand with servicesequal to a developed
country's `standard'and not to an essentiallyrural country ... Thefirst initiatives
changedthe contentskeepingtheforms: barracks turned into schools,private clubs
into popular social centres,luxury mansionsof the bourgeoisieinto housingfor
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students of low income. The secondphase consisted in the creation of forms
representative of the new contents.]
In 1968 Segre distinguished five main architectural projects, characteristic of these two
phases: the Educational City Camilo Cienfuegos, the reorganisation of the tourist centres
and urban services, the neighbourhood of `La Habana del Este', the University City `Jose
A. Echevarria' and the National Schools of Arts315,also known as the Instituto Superior de
las Artes or ISA [Superior Institute of the Arts]. Of these, the National Schools of Arts (or
ISA) are the most symbolically charged [Illustrations 30,31 and 32]. They were built
reusing the spacesof the famous Country Club in Havana, a golf club for very wealthy
North Americans and Cubans. The main building with its colonial resonances- the tiling on
the roof, wood work and low rise, typical of the architectural forms exported from mainly
Southern Spain - was retained as the main entrance to the Schools. Within the vast
landscape, three new structures were built following the designs of three (at the time)
modem architects: Ricardo Porro designed the School of Visual Arts and Modem Dance;
Vittorio Garatti, the Schools of Music and Classical Dance; and Roberto Gottardi, the
School of Drama. Therefore, there are three aspects of the design of these new architectural
groups emphasised by Roberto Segre not only as innovative, but also as characteristic of
the new form the revolutionary architecture aspired to in order to also house new and
revolutionary contents: each theme was individualised through the particularities of each
building, the use of bricks and the architectural form of the Catalan dome and the
integration of the work with its natural context316.All these, following Segre's argument,
are examples of an architecture understood as closer to the popular and `liberada de los
moldes impuestos por la penetraciön cultural norteamericana... 931[free from the moulds
imposed by the North American cultural penetration... ] Therefore, this project, which was
supposed to initiate and set the principles for a revolutionary architecture, was conceived in
opposition to the United States's architectural exportations. First of all, a space reserved for
the entertainment of the very wealthy was now used for the artistic education of the
underprivileged (poor Cubans and Third World students). Secondly, instead of high-rise
verticality and the geometrical repetition of the cube as the basic architectural shape
predominant in the architecture coming from the United States, the School of Arts
buildings were characterised by the low-rise horizontality of the old city and the round
shape of the dome, or Catalan vault, also an architectural resonance from the past. Thirdly,
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in contrast to the formal clarity and closenessof the modern building, this new architecture
displays multiple openings and closings and organic form. Fourthly, steel and glass were
replaced by the use of red brick as the main construction material, which accentuated the
buildings' ancient look; and finally, instead of the radical separation between the city and
nature that had characterised monumental modern buildings, this was an attempt to
integrate architecture within the surrounding landscape,by organically following its
8
forma1

Illustration 30. Cover to John A.
Loomis' book Revolution of Forms:
Cuba 's Forgotten Art Schools. (1999),
showing part of the ISA Schools'
architecture.

Illustration 31. Photograph of a building from the School of Visual Arts (ISA)
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Illustration 32. Photographs of model for the School of Drama and
of the
Music School (ISA)
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As Roberto Segre also mentions in his text, such buildings have been classified as
belonging to the `romantic' period in the Cuban Revolution (see endnote 317), and
therefore, promptly abandonedas the architectural model for later building projects within
the programmatic purposes of the Revolution. The ISA is in fact still under construction.
However, its significance as a building ideologically designed to function as architectural
paradigm of a new social order is still very relevant31'.The priority given to the
construction of this building as one of the first architectural projects of the revolution
answered to that utopianism that equated the old city with a life lived for the making and
enjoyment of the arts. This utopianism was not only in its anachronistic elements: the
dome and the red brick320,it was also in its labyrinthine structure, reminiscent of the
medieval city, lacking the rational order and structural clarity of modern architecture and
urban planning. Far from representative of the post-1959 urbanistic and architectural
321,
projects in Havana this building has a symbolic status very similar to that of the
Capitolio: it came to visually embody the failed utopian aspirations predominant during
these two very relevant periods in the history of the island.

We now find that thoseaspectsof Havana'svisuality that havehelpedto give it its
contemporarystatusasa revolutionarycity are in relation to the utopianismthat dreamsof
the return of the lost city: one that was madecreatively by its citizens, `thecity asa work of
The role that Cuba's post-1959main cultural institutions323
havehad in this
art'322.
recreationof Havanaasan avant-gardecity, as a city wherecreativepracticesare centralto
I usethe term avant-gardecity following the
its planning and economy,hasbeencrucial324.
definition of the artistic avant-gardein PeterBurger's classictext Theoryof the Avantgarde (1974).In Burger's theorisationthe artistic avant-gardewould differ from modernist
art in its aspirationto make the artistic institution redundantonceart and life becomeagain
So the term avant-gardecan be interpretedasboth moving forward towardsa
one325.
desirablefuture and returning to a desirablepast,henceits essentiallyutopian natureand,
more importantly, its relation to the old city asnot only the vision of a lost pastbut also of a
desiredfuture.
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Illustration 33. Film still from A La Habana me voy (1941) showing the Capitolio

Illustration 34. Film still from Weekend in Havana (1941) showing the Cathedral in
Old Havana.
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Illustration 35. Film still from Sick' nwcwrlc.
c a pla_o jijo (1950) showing a modern

style building in Vedado,Havana.
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Chapter IV: Film and Urban Space
This chapterexploresthe relationshipbetweencinemaandits representationof
architectonicandurban spacein Havana.It will necessarilydraw from the conclusions
reachedin ChapterIII, particularly in relation to the visualjuxtapositionof the old and the
new city, the colonial and theAmerican city. This strategyhasbeentraditionally usedin
the nationalisticand/orrevolutionary discourse,or in other contexts,to allegorisethe
nostalgicutopianismof our contemporaneity,usingthe visuality of the old city. Both types
of discoursesare intimately interlinked in the four emblematicdocumentsfrom Cuban
filmography I will be looking at in this chapter:EstampasHabaneras(HavanaStamps,
1939)by JaimeSalvador,Memoriasdel subdesarrollo(Memoriesof Underdevelopment,
1968)by TomasGutierrezAlea andDe Cierta Manera (OneWay or Another, 1973)by
SaraGomezandthe Russian-Cubanco-productionSoyCuba (I Am Cuba, 1964)by
Mikhail Kalatozov. In eachof thesefilms, the representedurbanspace-buildings and
whole neighbourhoods- acquiresa symbolicdimension,reflecting the discourses
associatedwith the city at the time whenthey were shot.Within many of thesefilms the
urban spacesrepresentedacquiredan overstatedsignificance,with their presence,absence
or constructionasvisual metonymiesfor social changeand nationalidentity. I havedrawn
comparisonsamongthem,placing eachspace,including thosewho inhabit them,within
thesediscourses.I havefocusedon how cinematographyrepresentsthe significanceof the
high-risemodem building within the history of the city, alongsidethe meaningsassociated
after the 1959events.In both
with the presenceof the slum and its later disappearance
cases,questionsof spatial divisions accordingto race andclassare central to understanding
the type of urbandiscoursesbeing deployedin thesefilms.

The cinematographicrecreationsof Havana'surbanity and architecturalspacinghave
normally beenchargedwith a very specific symbolism.In much of the cinematographythat
precededthe 1959revolution, whether Cubanor not, this symbolismwas associatedwith
thoseaspectsof the city's visuality that linked the mythologiessurroundingthe Cuban
nation with thosein the United States.As I explainedin the precedingchapter,the constant
visual referencesto the Capitolio andthe National Hotel assymbolsof the city in many
Cubanand non-Cubanfilms are the most direct examplesof this equationbetweenboth
national projects.However,Cubalackeda propernationalcinema,and was,therefore,too
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dependent on the greater expertise and economic prowess of Mexican and North American
institutions. It was also over-dependent, probably due to its economic advantages,on the
aesthetic solutions of mainstream Hollywood326. These two factors might explain on their
own the visual national parities in cinema, which were more a result of the specificity of the
medium than of the cultural realities of the island. The content of this chapter will focus
mainly on post-1959 productions, where the tensions between the different cultural
traditions surfaced during those first years of ideological confusion and negotiation.

Any post-1959film madein Cuba,particularly during the first fifteen yearsof the
revolution, respondedto a greateror lesserdegreeto the social andpolitical conflicts the
revolution hadunleashed.After 1959,the new governmentmadethe developmentof a
national cinemaone of its priorities, founding in 1959the Instituto Cubanodel Arte e
IndustriaCinematogräficos(ICAIC) (CubanInstitute of CinematographicArts and
Industry)underthe direction of Alfredo Guevara.As Michael Chananand many others
havealreadydiscussed,the creationof the ICAIC becamecrucial to the ideological
The 1959law that allowed for the creationof the
objectivesof thosenow in power327.
ICAIC statedthat cinemawas: `el mäspoderosoy sugestivomediode expresi6nartistica,y
el mäsdirecto y extendidovehiculo de educaciöny popularizaciönde las ideas' [The most
powerful and suggestivemediumof artistic expression,and the mostdirect and extended
vehiclefor the teachingandpopularisation of ideas].Many of the Cubanfilmmakers
involved with the ICAIC sinceits founding were membersof or had ideological sympathies
with the PCC (CommunistParty of Cuba),suchasAlfredo Guevarahimself and thetwo
more important filmmakersfrom this period,TomasGutierrez Alea and Julio Garcia
However,the ideasthat the new cinemawas supposedto popularisewere at
Espinosa328.
the time still being negotiated.The socialistcharacterof the 1959Revolution was not
finally establisheduntil after the ICAIC had alreadyinitiated its activities. What seemedto
This meantthat
be unanimouslyacceptedwas the nationalistcharacterof the Revolution329.
the developmentof a national filmography had to involve not only economicand political
independence,but also cultural independencefrom the United States,including the
overwhelminginfluence that the cinemacoming from thenorth had on the film aesthetics
deployeduntil then.However,most of those filmmakers,now given prominancein the
island's productionsand soresponsiblefor what a national cinemashouldlook like, were
also aestheticallyandideologically influencedby post-SecondWar Europeanavant-garde
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and experimentalcinemas,particularly Italian neo-realism,but also the recentlynamed
FrenchNew Wave330The Cubanfilms I will analysein this chapterowed more to the
influenceof the latterthan to the post-warItalian filmography331.
First of all, becauseof
their direct involvementwith the socialchangesoccurring in the island,they were more
concernedwith denouncingand `explaining' reality (filtered by the Marxist ideologyof
thosewho madethem) ratherthan with just its direct representation.Secondly,becausethe
developmentof a nationalfilmography requiredbreakingwith the aestheticconventions
comingfrom Hollywood332,also a clear concernof thosefilmmakers traditionally
associatedwith the New Wave333However,what they took from the neo-realistswas the
unmediatedcinematographictakeof the city's streets,a strategythat cinemaverite had
previouslyborrowedfrom documentaryfilmmaking of earlier cinematographicavantgardes,suchasin Dziga Vertov's TheMan With theMovie Camera(1929) or Walter
Ruttmann'sBerlin, Symphonyof a Great City (1928) and others.In Memoriasdel
subdesarrolloandDe Cierta Manera, Havanabecomesrecognisablefor the first time not
thanksto its monumentalarchitecture,the Capitolio or theNational Hotel, or the more
`americanised'versionof the spectaclesat its most prestigiousclubs andcabarets.Instead,
it is now definedby other spaces,until then rarely representedin film, embodyingthe
differencesandrelationsbetweenthe different groupsinhabiting Havanaat the time. These
differenceswere establishedaccordingto divisions regardingclass,ethnicity and gender,
and its
with the first category,class,asthe catalystfor the other two. This first cinema334
takeon the city was a cinemaof `reaction', more concernedwith representinga reality in
the processof changing.In the eyesof thosenow producingcinemain Cuba,this process
refersto thetransformationof a `capitalist' city into a `socialist' one, and the conflicts such
In Memorias andDe Cierta Manera, the relations
a transformationwould create335
...
betweenthe charactersand the spacesthey occupyare symbiotic: charactersdo not only
define the spaceswherethey live, they are a product of thosespaces,they are definedby
them and are also forced to transformwith them. In the caseof Memorias ... the lead
characteris a memberof thewealthy groupsin the city, inhabiting one of the luxury flats at
a recentlybuilt high-rise tower, from which he enjoys a privileged view over Havana.In De
Cierta Manera, Mario is a factory worker, born and raisedin one of the slums surrounding
the city, andnow living in one of the new blocks of socialhousing,built after the
demolition of Havana'sslumsby the new authorities.
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The establishmentof dichotomiesbetweenthe old city and the new `American' city
discussedin the third chapterfitted appropriatelywithin this new attemptat representing
Havana'sdifferentiatedspacesascontainersof conflicting ideologies.Thesedichotomies
wereplayed out to a higher degreeof symbolisationby the Georgian-bornfilmmaker
Mikhail Kalatozovand the director of photography,the RussianSergeiUrusevsky,when
in SoyCuba(1964)336This film was a Cubanand Soviet
shootingthe Havanasequences
co-production,thoughit was in its totality financedby the Soviet Union after Cubastopped
diplomatic relationsand tradingwith the United Statesand aligneditself with the Soviet
Block337.It is exemplaryof the polarisedideologiesproducedby the political realities of
the Cold War andas suchit reacheda level of oversimplificationnow seenasexaggerated
and extremelypropagandistic.Mikhail Kalatozovwas at the time one of the best-known
Soviet filmmakers thanksto the earlier successof his other featurefilm, TheCranesAre
Flying from 1957.The script of Soy Cubawas co-written by RussianEugenioEustushenko
and the CubanEnrique PinedaBarnettand it consistsof four different shortstories,set in
pre-revolutionaryCuba:the first andthird entirely basedin Havanaand the other two in the
island's impoverishedrural areas.The film's ideologicalpurposeswere initially to
representthe acutecontrastsbetweenCubanrural poverty andthe wealth of an
`americanized'Havana.As I describein the following chapter,this contrastbecamea
centralpart of the post-1959historical re-writing of the island's past338
andas suchwas
literally representedby Kalatozov. The film's initial sequenceconsistsof three-minute
aerial panning shotsthat takethe spectatorfrom the hardshipsand extremepoverty of a
small village - wherepeoplelive in self-madehuts and appearto havenothing - to the tops
of oneof the luxury hotels along Havana'sMalecön - the Capri - with wealthy American
touristsrelaxing, drinking andsunbathingby the swimming pool (SeeDVD: SoyCuba:
openingsequence).This sequencestartsoff with the closeup of a woman's body wearing a
swimming costume.Sheis taking part in a beautycontest,while touristssit andchat,
indifferent to the world dramaticallyexposedat the beginning of the film. The imageof a
woman's body being displayedasan object of consumptionservesto introducethe
thematic of this first narration:the story of an Afro-Cuban woman, Maria, who lives in one
of Havana'sslumsand frequentsthe hotels' clubs and cabaretsasa sexworker. However,
Urusevsky'saestheticrecreationsof the city's visuality compensatedfor the script's
extremeideological simplifications.First of all, Urusevsky'sphotographyexploited
Havana'sextremechiaroscurosproducedby the intenseluminosity in the island and an
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architecture adapted to hot climates. Secondly, the contrast between the two cities is
formally played out through Urusevsky's stylised shots. Aesthetically, Urusevsky chose to
use a long-take that follows the architectonic form - the camera draws horizontal and
vertical lines, allowing the spectator an unusual spatial experience, a cinematographic
recreation of the architectonic form339.In the background stands the Focsa building, as a
formal and ideological visual equation with the Capri.

The elaboratedformalism in this whole sequence,with thecamerafinally submerginginto
the swimming pool, pairs with the final sequencein the third story (SeeDVD: SoyCuba:
studentfuneral). Urusevskyusedthe samestrategywhenrecreatingthe funeralof a student
murderedby the police in Havana.The studentwasa memberof the undergroundgroups
operatingin the city in supportof the guerrillasfighting the army in SierraMaestra.This
time the chosensettingis CentralHavana,wherethe architectureis primarily of colonial
resonance:low rise, craftsmanshipand ornament,andits inhabitantsare from the middle
and lower socialgroups,more characteristicof the old partsof the city340Again,
Urusevskyusesa long-take,using a sophisticatedsystemof pulleys to hangthe camerain
341.
order to completethe take without interruptions The camerafirst follows the coffin,
pausingto enterone of the old buildings wherethere is a cigar factory. Workersat the
factory get hold of a Cubanflag. The camerafollows one of the workerswho displaysthe
flag through a window. Theuse of a wide-anglelens helpsto record in its entirety the
specificity of the old architecture,while we can still seethe high-risebuildings of the
`American' city in the background.The Cubanflag is finally laid on the coffin carrying the
student'sbody, portraying his deathas a patriotic sacrifice.Whilst in the first story, the
architectureof thehotel is representedas foreign to the city, asforeign as its occupiers,in
the funeral sequenceold architectureand nationhoodare equated.
SoyCubarepresenteda post-1959narration of Havana'simmediatepastand its inevitable
destruction.Before shootingthis film, Kalatozovand Urusevskywere shownaround
Havanaby Enrique PinedaBarnet,a Cubanfilmmaker and scripwriter deeply committedto
the ideology andobjectivesof the new government.They touredthe city in an American
black Cadillac, at the time a sign of the recently dismantledeconomiccontrol and cultural
PinedaBarnet
dominanceof the United Statesand a sign of wealth and economicstatus342.
wrote an article in 1962,describingthis trip around Havanawith both Kalatozovand
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Urusevsky. In tune with the post-1959 discourses on the city by the new authorities, Pineda
Barnet took them to the most infamous slum from the 1950s, Las Yaguas, then about to be

destroyedandreplacedby socialhousing:
Por fin el Cadillac negro entrö en Las Yaguas. Por primers vez posiblemente un
Cadillac cola de peto tropezaba en las furnias del deprimente barrio de indigencia.
La gente que quedabaen Las Yaguas nos contaban como ya se habia derruido el
barrio similar en `La Manzana de Gomez' en Santiago de Cuba, y como ya estaba
casi terminado el Nuevo barrio de construcciones confortables para los habitantes
que quedabanen Las Yaguas.. 343
[At last the black Cadillac went into Las Yaguas.Possibly for thefirst time a cola
de peto Cadillac would bump into the dirty puddles of the depressing and poor
neighbourhood. The people left in Las Yaguas told us that a similar neighbourhood
had already been destroyed in `Manzana de Gomez' in Santiago de Cuba, and how
the new neighbourhood of comfortable constructions was nearly finished for the
inhabitants of Las Yaguas...]

After this experience,Kalatozov decidedto recreatein a setthe spaceof Las Yaguasat the
end of the first narrationin SoyCuba,when Maria takesher client, a North Americanman,
to her housein the slum (SeeDVD: Soy Cuba: Las Yaguas).In order to producetheneeded
dramaticeffect that would fit the ideologicalneedsof the new narrationsof the city, he
situatedthe figure of the tourist within LasYaguas,a spacerepresentedascompletely
`foreign' to him. The labyrinthine effect of the final sequencein this third narration,where
the tourist is unableto find his way out of the slum andis in fear of its inhabitants,worked
asa spatialmetaphorfor the chaoticeffects of the kind of capitalisturbangrowth typical at
the time in most Latin Americancities. The slum becomesthe imageof urbanchaosand
violence, an imagestill commonlyusedin most contemporaryrepresentationsof Latin
At
Kalatozov featuredcloseups of someof the
American cities344
. the endof this sequence,
inhabitantsof Las Yaguas,who most probably were extrasrecruitedamongpoor AfroCubansin Havana3asWhile standingin line and closely staringat the camera,the peopleof
Las Yaguasdo not speakor act. Close-upsof their facesand their graveexpressionsadded
to the generalatmosphereof fearand angstof the whole sequence.

Theold city, thenew`American'city andtheslumarein this film nearlyparodiesof
dramatised
to an extremethatwouldrenderthis film ineffectiveto thepurposes
themselves,
Havana'sinhabitantscouldnot identifywith theextreme
of thenewregime346.
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simplifications played out by Soy Cuba, as they had been direct witnesses and actors in
what the film was trying to describe. In fact, it was Urusevsky who said the intention had
At the end,
always been more poetic than descriptive, hence the use of infra-red materia1347.
the film was left as an aesthetic exercise more than a `realist' take on events. However,
what I understand to be the most relevant aspect of this film is the play between the
architectonic form and the cinematography, which recreated visually the dialogue and
conflicts between the different cultural traditions in the city.

In De Cierta Manera (1974),SaraGömez'sonly fictional film, the imageof Las Yaguas
neighbourhoodalso plays a symbolic role. At the time this film was made,the slum of Las
Yaguashad alreadybeendemolishedand its inhabitantsre-housedin recentlybuilt social
housingschemes.This film relatesthe relationshipbetweenMario, an Afro-Cuban born in
Las Yaguas,and Yolanda,an Euro-Cubanfrom a middle-classbackground,who works asa
teacherin a schoolwheremost children comefrom marginal families. The social issueat
stakein De Cierta Manera was the questionof genderequality,a poignantthemein a
differences.In the film's argumentit was implicit that the
country ridden by gender-based
elimination of poverty and socialmarginality would be crucial in the battle againstgender
inequalities.Mario's `machismo'is in part explainedasa consequenceof his having grown
up in Las Yaguas.Gomezinserteddocumentaryfootageof the now disappearedslum in the
sequencewhen Mario andYolanda describeto eachother their backgrounds(SeeDVD: De
cierta manera: Las Yaguas).Gomezwent to the national film archivesand searchedfor
documentaryfootageof Las Yaguasprior to its demolition. The footageshedecidedto
include within the narrationconsistedof a panoramashowingthe dimensionsof the slum,
with the new high-rise buildings appearingin the background.The sequenceis setin the
samelocation from which the documentaryrecord had beenpreviously shot.By 1973,Las
Yaguashadalready beenreplacedby a greenrecreationalareaempty of housing.The way
in which this sequencewas editedrevealsa clear intentionality. Sheinsertedthe
documentaryfootagewhile Mario, in voice-over,describeshis earlier life in Las Yaguas;
then she insertedanotherpanorama,this time with the cameramoving from right to left,
showing the sameareanow empty of any housing.By inserting the secondpanoramaright
at the end of the first one, the spectatorwasmadeto witnessthe vanishingof Las Yaguas,
as if the cameraitself was erasingthe slum.Prior to this film, Gomezhadbeena prolific
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documentaryfilmaker and waswell acquaintedwith the allegoricalpossibilitiesof past
documentary footage within a narration.

This film, aswith practically every other film shot after the 1959political events,was
ideologically entangledwith therevolutionaryrhetoric comingfrom the political and
intellectualleadership.Therefore,it was consistentwith the utopianismanimatingthe
socialand cultural life of Cubaat the time, which was mainly basedon the belief that a
completelynew society could be createdthroughradical transformationsof people's life
conditionsandindividual consciencethrough`education'348.Apart from narratingthe
constructionof a new type of societyand a new type of citizen, this film was also seenas
contributingto the `education'of this new citizen, hencethe didactictone of the script. The
insertion of documentaryfootagehad the intention of recordinga turning point in the
history of the city: the disappearance
of the slum of Las Yaguas,andwith it, the
`backwardness'of its people.Thosein the audiencewho recognisedthe significanceof this
footage,were immersedin a processof historical realisation:the realisationthat what had
disappeared,Las Yaguas,had beena sign of the city, one of its main landmarks,at least
within the new narrationson the city now being promotedby the also new authorities.
However,Las Yaguaswas associatedwith more thanjust poverty andmarginality. It was
also a spaceprimarily inhabitedby poor Afro-Cubans.As an Afro-Cuban herself, Gomez
was interestedin the cultural conflicts betweenAfro-Cuban traditionsandthe socialand
cultural ambitionsof the new regime,to which shewas supposedlyideologically
committed.Shewas amongthe Afro-Cuban intellectualswho were ostracisedat the World
Cultural Congress,celebratedin Havanain January1968,for their attemptto discussthe
needfor an Afro-Cuban studiescurriculum. Apart from SaraGomez,this groupalso
consistedof the novelist EstebanCardenas,historiansWalterio Carbonelland Pedro
DeschampsChapeauz,folklorist Rogelio Martinez Fur6, poetNancy Morejön, and
ethnologistsAlberto Pedroand Seraffn`Tato' Quifones349.According to CarlosMoore's
account,they werepreventedfrom attendingthe Congressby the Minister of Education
JoseLlanusaGobel assoonashe learnt of their intentions.Historian Walterio Carbonell
was even sentto a labor camp prisonfor resistingthis decision.Again in Moore's version
of events,the Afro-Cuban poet Nicolas Guillen3sowas the only Afro-Cuban intellectualin
the Cuban delegationto the Congress,ashe was not only an active memberof the PCC,but
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also a clear supporter of the theories of mestizaje when discussing the formation of Cuba as
a nation351.The inhabitants of Las Yaguas were mainly blacks from the easternparts of the
country who had fled from extreme poverty looking also to benefit from the city's
economic boom during the 1950s. In Havana there has always been an important number of
middle class professional Afro-Cubans from a much wealthier backgrounds than those
living in Las Yaguas352.However, the birth and rapid growth of such a huge slum at its
periphery was a reminder of the flaws in Cuban national narrations. After 1959, the
existence of such `foreign' spacesas Las Yaguas, with its parallel existence on the margins
of economic growth and national pride, contradicted the ideological equation of nation and
socialism.

The relationsbetweenurbanspaceand racein Havanawere completelyabsentfrom Cuban
cinematographyprior to 1959.The 1939film EstampasHabanerasis an exception,in
which theserelationsare shownas straightforwardphysical segregation.The
cinematographicstrategyusedin Estampasto representthe spatialdivision betweenblacks
and whites is mainly basedon the simplistic useof visual metonymies,suchaswindows
anddoors.The characterslook througha window or standby a door without enteringthe
of Afrospaceoccupiedby Afro-Cubans(SeeDVD: EstampasHabaneras:representations
Cubans).Even thoughthey are shownaspart of the Cubannation, they do not sharethe
samespaceasthe whites. Thereis the assumptionthat trespass,enteringthe spaceof the
other,is out of the question.
The spaceoccupiedby the Afro-Cubansin EstampasHabanerasis ambivalent,its location
in the city is unclear.Afro-Cubansseemto live andmeetjust next door to the white middle
classesin old Havana,who would only needto peepthrougha window to observethem.
This illusion of proximity - usedonly to facilitate the continuity of the narration- was
necessaryin order to ensurethat Afro-Cubanswere seenwithin Cubannationalnarrations,
whenexplainedto therecently arrived immigrants(the Spaniardand the Mexican).
However,thesespatial divisionsbetweengroupsshow the flaws at the time in the
mythologiesof the Cubannational project: Afro-Cubanscould not be left out, but their
different presenceas occupyinga separatedspacewherethey endedup developinga
culture of their own meantthat, in practice,there was a greateridentification and
integrationbetweenwhite Cubansandthe recently arrived Spanishimmigrants.By the year
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in which Estampas was shot, white Cubans, particularly in Havana where they were
predominant, neededto differentiate themselves culturally from the old metropolis, enough
so that the myth of a unified Cuban nation could be sustained without the still very present
353These cultural tensions and negotiations created what
ghost of the Haitian Revolution
are now seenas political absurdities. For example, in 1934, the Communist Party of Cuba,
in the Fourth Congress of the Confederaciön Nacional Obrera [CNO, Proletarian National
Confederation], argued for a territorial partition of the country according to racial criteria:
that is, the western provinces, including Havana, for the whites, and the easternprovinces,
with Santiago as its capital, for the blacks. It was seenas a progressive attempt to give
black Cubans `their independence', freeing them from discrimination at the hands of white
Cubans. This separatist resolution was termed as Autodeterminaciön Nacional [National
Self-determination] 354

Nearly forty yearslater, both groupswere still representedasoccupyingseparatedspaces.
Michael Chananhas alsowritten on De Cierta Manera in spatialand racial terms:
The settingof the film is Mario's beat.In 1961,in one of the Revolution's first
major projectsto tackle the country's enormoushousingproblem,five new
neighbourhoodswere built for peopleliving in Las Yaguas,a Havanaslum that was
one of the worst. The new neighbourhoodswere constructedby the samepeople
who were to live in them,who belongedto the dominantlyblack lumpen classes.
Oneof thesedistricts is Miraflores, where our two protagonistslive andwork.

Theseinstitutional settingsare important elementsin the sociospatialdiscourseof
the film - the way the film mapsthe socialrelationshipsit portraysonto the spaces,
physical and institutional, in which they occur:the factory, the school,the street,the
home, and other placeswherethe film unfolds. Each location correspondsto a
different kind of social encounter..[...]. The sociospatialdiscourseof a conventional
narrativemovie, though it alwaysexists [... ] is subordinateto the designsof the
plot, and location is a coloring rather part of the film's very fabric. But not here.
JustasMiraflores, the district, is almost a characterin the film in its own right, so
too the individual locationscontributetheir own characterto the dialectic of action
355
interaction.

and

As Michael Chanandescribes,Las Yaguaswas associatedand particularly visually related,

alsolived there.Such
to the `blacklumpenclasses',eventhougha few Euro-Cubans
associationwas alsomadeby Karatozovin SoyCuba andparticularly by SaraGomezin De
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Cierta Manera. The removal of Las Yaguas after 1959 was a symbolic act charged with
layers of meanings: it not only came to represent the end of extreme poverty and
marginalisation, it was also understood as the end of one of the most representative
exponents of the racial divisions within Cuba, and particularly, within Havana.

However,the erasureof Las Yaguasin De Cierta Manera, visually encodedas a movement
of the camera,meantsomethingelse.For the ideologuesof the 1959revolution, the
persistenceof certain Afro-Cuban religiousrituals andtraditionsrepresenteda threatto the
ambitionsof a socialistrevolution3s6SaraGomezalsoinsertedin the fictional narration
documentaryfilm of an Abakuäceremonyof initiation (SeeDVD: De cierta manera:
Abakuäceremony).As a male-only association,the Abakuäs' presencewithin the film was
a commenton thedeeproots of Cubanmachismo.This is madeexplicit in the voice over
narration,which relatesthe problem of sexismand criminality in Cubato the existenceof
theseparticular Afro-Cuban societies,forgetting, in part, the sexismalsoprominent among
Euro-Cubans:

La SociedadSecretaAbakuä.Hechocultural que sintetizalas aspiracionessociales,
normasy valoresdel machismoen el pensamientotradicional de la sociedad
cubana,trascendiendolos limites del rito y del mito. Puededecirseque su
naturalezade sociedadsecretatradicionaly excluyentela sitüancontrariaal
progresoe incapazde insertarsedentrode las necesidadesde la vida modema.Y
para nosotros,dentro de nuestrasituaciönespecificade construccibnsocialistava a
representaruna fuente de marginalidady quepromueveun cödigo de relaciones
socialesparalelas,fuente de resistenciay punto de endurecimientoy rechazoa la
integracibnsocial, asi como ultimo reductode la delincuenciacomo consecuencia
del origen marginal de susintegrantes.357
[The SecretSocietyAbakud.A culturalfact that synthesisesthe social aspirations,
normsand valuesof sexismin Cuban society'straditional thought,transcendingthe
limits set by rites and myths.It could be said that its nature as a secret,traditional
and separatedsociety makesit contrary to progressand unableto insert itself
amongmodernlife needs.In our opinion, within our specificsituation in the
constructionof socialism,it representsa sourceof marginality that encouragesa
codeof parallel social relations, sourceof resistanceand hardeningpoint, and
rejection of theprinciples of social integration, as well as a nestfor criminality due
]
to the marginal origins of its members.
In an act of cinematographictrickery, Afro-Cubansand their cultural specificitieswere
visually equatedwith the Las Yaguasneighbourhood,the vision of an underdevelopedcity,
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riddled with marginality, superstition and ignorance. This association between the Abakuäs
and the lumpenproletariat (in Marxist terminology358)as an outcast group formed by the
beggar, the criminal, the sex worker, and any other type at the margins of the social, was a
continuation of past perceptions359.Within the context of a self-defined socialist revolution,
calls for equity between blacks and whites also meant for many a renunciation of
difference.

SaraG6mez'sposition in this issue,asan Afro-Cuban womandivided along a racial,
cultural, classand genderaxis, could haveonly beenambivalent.Even thoughshewas a
middleclassAfro-Cuban intellectual,ableto position herselfbetweenthe two worlds - the
Afro-Cuban andthe Euro-Cuban- her concernsat the time were asmuch aboutracial
It is now difficult to determine
differencesasthey were aboutgenderequality in Cuba36°.
how much of this final interpretationwas her work andhow much was addedafter her
However,the
deathin 1973from an asthmaattackprior to the film's completion361.
insertion of documentaryfootageof an Abakuäceremonyin order to denouncesexism
amongAfro-Cubanshad autobiographicalresonances.While planning for this film, Gomez
had relatedto TomasGonzalezPerez,who co-wrote the film's script, her sentimental
relation with a memberof the Abakuäand her difficulties in dealingwith the association's
De Cierta Manerawas alsoan accountof her
set of taboosregardinggenderdifferences362.
experiencesasa liberal Afro-Cuban womanwho knew the fight againstracism could not be
dissociatedfrom that againstsexism.In the film, the characterof Mario is partly
he is presentedasa product of his social and
condemnedin orderto be redeemed363,
cultural circumstances,a product of `Las Yaguas'.After the post-1959slum clearances,
thoseliving in them werehousedin socialprojectsunderthe aestheticpremisesof
modernism,following the patternof European(Easternand Western)andNorth American
cities.Someof thepost-1950cinematographyin Cubareflectedthis fact, as in Una Mujer,
Un Hombrey Una Ciudad (1978). It was also photographicallyrecordedby Ernesto
Fernandezwho publisheda book showing imagesof Las Yaguasbefore its demolition and
[Illustration 36]. Oncethe slum was
of its inhabitantsbuilding their new neighbourhood3M
removedand its inhabitantsre-housedin modem designedbuildings, theywere expectedto
stopbeing `foreign' to the city and include themselvesin the processesof changetriggered
by the 1959Revolution - from reactionary`lumpen' to revolutionary `workers'; and from
Afro-Cubansto simply Cubans.
116

Illustration 36. Ernesto Fernändez's
photographic portrait of one of Las
Yaguas inhabitants building the new
housing. Published in the book Unos y
Otros (1978)

In 1967, Sara Gomez had assisted Tomas Gutierrez Alea in the realisation of his film
Memorias del subdesarrollo (1968). As described, the main character in this film, Sergio, is
also explained according to his positioning in the city: a member of the white upper classes
occupying a flat in the recently built Focsa. The Cuban viewer could not miss the symbolic
relevance of this building in the film. The ownership of a flat in this building was
automatically a sign of the social background of the character. Without any need to narrate
the main character's individual history, the viewer at the time immediately recognised their
position within the revolutionary process. In Francis F. Coppola and Mario Puzo's
cinematographic version of the Godfather (1974), the high-rise American building plays a
boss Raymond Roth with the different
similar function. The meetings of the mafia
representatives of the North American families, are set on the terrace of a hotel room
looking down onto the city and the sea(See DVD: The Godfather II: meeting at the top of
hotel in Havana). Following an old cinematographic tradition365,Coppola made use of a
high viewpoint with possession and power. There was also an attempt
visual trope equating
to give this sequence historical plausibility - Lansky occupied a room on the 81hfloor at the
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National Hotel for a long period and was also the main investor at the Riviera Hote1366
.
However, this sequencewas more importantly a comment on the impact the new high-rise
buildings had on Havana citizens' self-perception. Those who enjoyed privileged accessto
the top of the building and therefore could visually behold the city as a whole were also the
ones destined to possessit and transform it at will. In Memorias ..., Sergio goes through a
process of dispossessionwhereby his previous position of privileged viewing and
ownership of the city becomes a sign of his isolation. As with Mario, Sergio is represented
as a product of his position within the urban whole, member of a social group now
presumed extinct: the bourgeois intellectual.

As explainedin chapterIII, the Focsahadbeendesignedat thebeginning of the 1950sto
housea newly enrichedclass,closely associatedwith North Americaninvestmentsin the
terminology, indicating that
city. RobertoSegredescribedthis building usinga class-based
its inhabitantswere thosewho hadbeenchosento fulfil the real independenceof the Cuban
nation, now silently retreatinginto the comfortsof the `Americanway of life':
El edificio `Focsa'- 400 apartamentosy 28 pisosde altura- construidoentre 1954
y 1956por los arquitectosErnestoGomezSamperay Martin Dominguezy el
ingenieroBartolomeBestard,sedestacapor conformarel mayor conjunto de Cuba
y, en su epoca,uno de los mayoresde America Latina. [... ], el `Focsa' esel primer
ejemplo en La Habanade `la ciudad dentrode la ciudad', esdecir, de una isla de
habitat burguesautosuficientey equipadacon todoslos serviciossociales.El
aislamientoindividual de las grandesmansionesde la decadadel 20, se convierte
ahoraen un aislamientocolectivo que eludela tramaurbanacomo ämbito de vida:
las contradiccionesantagönicasestänprbximasa estallary la burguesiaserefugia
en supropio habitat367
[The `Focsa'building - 400 apartmentsand 28floors high - built between1954
and 1956by thearchitectsErnesto GomezSamperaand Martin Dominguezand the
engineerBartolomeBestard,standsout as the biggesthousinggroup in Cuba and,
at the time, oneof the biggestin Latin America. [... J, the `Focsa' is thefirst
examplein Havana of the `city within thecity, an island of bourgeoishabitat, selfsufficient and equippedwith all thesocial services.Theisolation of thesubject in
the big mansionsof the twenties,turns into a collective isolation which avoids the
urban net as its life environment:antagonistcontradictionswere about to explode
and the bourgeoisiesearchedfor refugein its own habitat.]
The film Memoriasdel subdesarrollo(1968)visually recreatesthe meaningsthis building
had within Havana'surban context.The film wasbasedon a shortnovel by Edmundo
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Desnoes,first publishedin 1967underthe title Memoriasinconsolables(Inconsolable
Memories)and later re-titled after the film368.It was an attemptto definethe ideological
position of the Cubanintellectualafter the 1959events.In its cinematographicversion,this
story describestheisolation of thosewho decidedto becomemere spectatorsto the
revolutionaryprocessesand the architecturalfeaturesof the Focsa-a building designedfor
self-sufficiency- workedas the appropriatevisual metaphorfor suchsocialisolation.
Although this film was shot in 1968 it was set in the years 1961 and 1962, two years of
transcendent importance in the history of post-1959 Cuba. It was when the divisions
between those who agreed with the communist turn that the new government had taken and
those who were against it reached a deadlock. Therefore, it was the year of mass migration
of mostly wealthy families to the United States and other geographical areas-a fact
represented by the first sequencein the film, where Sergio appearsto be saying goodbye to
his family at the airport (See DVD: Memorias del subdesarrollo: airport sequence).For the
purposes of this analysis, it was also an important year in the transformation of Havana as it
was when radical urban reforms were carried out, which meant all tenants suddenly became
owners of the houses they inhabited, and the outlawing of any house ownership for the sole
purpose of renting369.Finally, it was also the year of the failed invasion attempt at the Bay
of Pigs, culminating with the missile crises and the threat of nuclear attack by the United
All these three historical events are interconnected in this film, giving to this
States370.
particular historical period in the city an apocalyptical tone.

To emphasisethe panopticaleffect, GutierrezAlea decidedto incorporatea pair of
binoculars,usedby Sergioto `spy' closely on the city from the terraceof his top flat (See
DVD: Memoriasdel subdesarrollo:binocular sequence).Thebinocular shapeon the screen
seemsto metaphorisehis level of commitmentto the political processesgoing on in the city
at the time, asif we were the oneslooking throughthe binoculars.The camerafocusesfirst
on two lovers on the rooftop of a hotel, then the shipsin HavanaHarbour,then to a group
of military personnelinvolved in defencepreparations,to the statuecommemoratingthe
Maine with the eagleat its top missing371
and, finally, to a billboard with the slogan:`This
great humanityhas said enoughandhas startedto move forward', a quote from the Second
Declarationof Havanaof 1962.The privilege of observationgiven by unique accessto the
roof of the Focsaworks asa sign of the `idle' class.The powerthat such aprivilege gives
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to the main character corresponds to the knowledge of being able to observe the city, by
being outside and beyond it, from a restricted accessarea. The film's use of binocular
vision emphasisesthis equation between positioning and power: to such `positioning of
power' corresponds the privilege of one kind of knowledge. However, Gutierrez Alea made
of such knowledge a handicap, a privileged position of observation is equated with
isolation. Gutierrez Alea presents the main character's new social isolation as a different
kind of ignorance: he cannot possessthe knowledge gained from other observational
positions still within the urban whole but foreign to him. As related by Gutierrez Alea and
Edmundo Desnoes, Sergio, immersed in a new reality, is aware of this handicap, his
isolation from that knowledge, and his inability to transcend his own class.

Sergio'sflat on the top of the Focsahasa fortressquality. He walks the city anddoesnot
recogniseit (SeeDVD: Memoriasdel subdesarrollo:Sergiowalks Havana'sstreets):
Sergio(voice over): "Since El Encanto372
burneddown, Havanais like a country
town. To think they oncecalled her the Parisof the Caribbean.
That's what the touristsandthe whoresusedto call her.
Now it looks more like a Tegucigalpaof the Caribbean.
It's not only becausethere are few good things in the stores.It's alsobecauseof the
people.
What meaninghaslife for them? What meaninghas is for me? But I'm not like
them!"
In one of the last sequences
of the film, two membersof the urbanbrigadesvisit him and
When the
questionhim regardinghis flat. From this point his senseof safetyis shaken373.
main characterleaveshis flat in order to walk through Havana,not having anythingbetter
to do (his idlenessagaina sign of his class),he is representedas an anachronismin the city.
This sequenceis translatedinto the Baudelairianact of walking a city just to satisfy the
flaneur's voyeuristic needand, more importantly, his searchfor a sexualencounter.In this
crucial sequence,the combinationof his thoughtsin voice-over with the documentary
footagesfrom the different partsof the city he visits374has the purposeof showinghim as
no longer `owner' of the city, but a foreigner to it.
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In his allusion to the bombing of the departmentstoreEl Encanto,this senseof foreignness
becomesacute.El Encantowas one of the many landmarksthat had definedHavanaasa
first world city. Its disappearance
seemsto producein him a final realisation:that his city is
becominga `third world city', an underdevelopedone. The term subdesarrollo
(underdevelopment)in the title of this film relatedto that third world/first world division
However,the cultural
dominatingthe post-colonialpolitical debatesof the Cold War375.
turmoil experiencedby Havana'sinhabitantsat the time was notjust the simplistic conflict
betweenrich andpoor disputingthe city's ownership.The characterof Sergiois at war as
much with his own social group(his `class') aswith thoseperceivedas different to him
("But I'm not like them!").
He representsthosefrom his own social groupasvulgarisedanddecadentdue to its tight
links with the United States'economicinterestsin the island.The `others', the poor and
mainly Afro-Cuban,representa different type of vulgarity. He presentshimself within the
Europeantradition, away from the snobbishmaterialismof the wealthy North American
of the poor classesin Cuba.But what did it meanto
and the ignoranceand naivety376
belongto the Europeantradition within the Cuban context?To intellectualssuchas
EdmundoDesnoesor TomasGutierrezAlea, it meantto insert themselveswithin the
tradition of artistic avant-gardismfrom Brecht's `dialecticaltheatre' in the 1930sand
1940s,to the cinematographicavant-gardesrepresentedat the time by Godardor
Antonioni. Sucha tradition, asdescribedby PeterBürger, was characterisedasbeing the
`other' to the cultural hegemonyof the modernisttradition, the site whereits contradictions
37.
would becomevisible Like Sergioin Memorias,Alea and Desnoeswere part of that
group of Cubanintellectualswho deeply identified with the Europeanavant-gardesand
were critical of what they saw asNorth Americancultural shallowness378.
In December1969,Cubanfilmmaker Julio Garcia Espinosapublishedwhat was then
consideredCubancinema'srevolutionarymanifesto:For un cine imperfecto(For An
In this manifesto,Garcia Espinosadefinesthe role of cinemawithin
Imperfect Cinema)379.
the revolutionaryprocess.This role would first of all representa rejection of the hegemony
of the naturalisttradition imposedby Hollywood, which required a technicaland stylistic
perfectiononly affordable to the rich nations.Memoriasdel subdesarrollohad beenan
exampleof this attempt.In March 1969,a year after this film was released,the Argentinian
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Cine Liberaciön group, published another essay in Cine Cubano, theorizing on the new
possibilities of cinema outside the dominance of Hollywood aesthetics and ideologies. The
authors of this essay, Fernando Solanas and Octavio Getino380,would later extend these
theorizations and publish what became known as the Third Cinema manifesto: `Towards a
Third Cinema: Notes and Experiences for the Development of a Cinema of Liberation in
the Third World'. No doubt this last manifesto was very influenced by the experience of
Cuban cinema until then, including Garcia Espinosa's theorisations in Por un cine
imperfecto. In Solanasand Getino's manifesto, `First Cinema' would refer to mainly
Hollywood and Hollywood-like productions381within and outside the United States; `Third
Cinema' would be equatednot with the Third World, but with a cinema defined by the
authors as militant or revolutionary, a `guerrilla cinema'382,contributing to the
emancipation of the poor in the whole world. At the same time, this `Third Cinema' was
compared with the tradition of auteur cinema, a cinema based on the modernist premises
founded on the belief in the autonomy of art from life and termed by them as `Second

Cinema'383

The cinemaproducedin CubasinceJanuary1959was, accordingto theseauthors,an
384
exampleof Third Cinema , while that coming from the Soviet Block would just be a
differentiatedcaseof First Cinema,still underthe cultural dominanceof the western
Becausethe CubanRevolutionwas seenby theseauthorsasa processof cultural
elites385.
decolonisation,a national revolution, it was implied that the island's intellectualsand
artists,traditionally associatedwith thesewesternelites, would be the first to launch such
decolonisationwithin themselves.But how could you stopbeing `western'and startbeing
somethingelse? And, aswith the Afro-Cubans,stopbeing Euro-Cubanand startbeing just
Cuban?Memorias was the only film from that period that dealt with sucha dilemma
...
evenbeforethis `Third Cinemamanifesto' was drafted.GutierrezAlea and Desnoes,as
with most of thoseCubanintellectualswho relatedtheir work to the objectivesof the
CubanRevolution, found themselvesin an ambivalentposition. They weretorn between
rejection of their own classand, at the sametime, the impossibility of identification with
thoseactively involved with the socialtransformationsin the city. In the novel, which was
written in the first person,there is an eloquentparagraphwhereFrenchand Cubanmedical
practicesare compared:
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Now I rememberthat obnoxiousdoctor,the offspring of an old patrician family,
alreadydegenerated,whom we met in Paris.Made fun of Frenchmedicine,insisted
Cubanmedicinewas much more advancedbecauseit had the latestiron lung and
the most stream-linedscalpelmanufacturedin the United States.He had no idea of
all the experienceand researchandthoughtthat was accumulatedin the bestFrench
hospitals,evenif they lackedthe last word in perfumedanaesthetic.They're great
diagnosticians.Laura immediatelysidedwith the bastard;shesaid: `Everybodyin
Paris stinksand the bathroomsare olderthan Methuselah.' I turnedto Laura
386
disconcerted(I really admiredher shallowness).
In this account,the narrator's contemptfor the membersof his social class,including his
own wife, residesin this perceivedpolarity betweenEuropeandthe United States.In `the
experienceand researchandthought' of the Frenchhospitalshe upholdsasproof of French
medical superiority there seemsto be the implication that suchqualitieswere lost in the
economicand cultural expansionof the United Statesto therest of the world. Suchcultural
strugglesbetweenthe two traditionsin Cubawere not a consequenceof the political events
in Januaryof 1959.They had existedsinceSpaniardsandNorth Americansfought for
Both EdmundoDesnoesandTomas
control over the island in the nineteenthcentury387.
GutierrezAlea sharedwith Sergioin Memorias their condition asintellectualsfrom the
...
Euro-Cubanmiddleclasses.The book and later film were also a reflection on their own
position and expectationsasthe `intellectualsof the Revolution'388.Overall they expressed
contemptfor North Americancultural hegemonyandadmirationfor Europeantraditions.
They also showedtheir isolation from an important sectorof the Cubanpopulation,the
main audienceof their cultural productions389.The openingsequenceto Memoriasdel
subdesarrollomight be relatedto theseconflicts (SeeDVD: Memoriasdel subdesarrollo:
openingsequence).They are documentaryimagesof mainly Afro-Cubans dancingto a
frenetic rhythm of Afro-Cuban percussion;suddenly,there is the soundof a gun-shotsomeonefalls and peoplemove away, someof them screaming.The victim is rapidly
removedandthe music resumesimmediatelywhile peoplekeep on dancingasif nothing
hashappened.There is a close-upof an Afro-Cuban woman looking straightat the camera.
The imagefreezesat this point andwe are left with the still of this woman's vacantlook
towardsus. And again,asin De Cierta Manera,the conceptof `subdesarrollo'
(underdevelopment),asexpressedin the film's title, is associatedwith the Afro-Cubansin
Havana.
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Illustration 37. Film still from Sot Cuba (1964) showing the top of the Capri Hotel, With
the Focsa and other modern buildings in the background.

Illustration 38. Film still from Snl, Cuba (1964) showing the architecture 01'
Havana Centro during the student funeral.
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Illustrations 39 and 40. Film stills from Soy Cuba (1964) showing the North American
tourist in Las Yaguas.
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Illustration 4l. Film still from De cierta manera (1974) showing documentary
footage of Las Yaguas.

Illustration 42. Film still from Dc rieht lnanei"u (1974) showing an Abakuä
initiation ceremony.
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Illustration 43. Film still from Estanlpas habaneras (1939) showing the use of windows to
represent the other space occupied by Afro-Cubans.

Illustration 44. Film still from Lis1amhushuhaiICIus (1939) showing a `sanitised'
version of Afro-Cuban dance and music forms.
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Illustration 45.1,11in still trove i/c fnw"iu.S'de/ subdesairo lo ( 1908) showing Sergio in his flat at
the top of the Focsa building, looking at the city through binoculars.

Illustration 46. Film still from Memorias del subdesarrollo (1968) showing people in Havana.
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Chapter V: Nightlife as Heterotonia: The 'Roaring- Fifties'

North American tourists swivelled to the rhythms in huge open-air clubs and in tiny
dance halls, where they were vigorously lifted out of a world of musical cliches into
one of rhythmic trances. The music gave rise to extraordinaryfashions, too; tightfitting, tropical-colored costumes with ruffled bloused, trailing skirts, scarves,
flamboyant headgear, and outlandish jewellery. From thesefashions emerged a
visual archetype of the Caribbean siren; the graphic embodiment (a logo of sorts)
of unbridled passion and amusement.

Vicki Gold Levi, CubaStyle(2002)
En parejas preguntas estaba cuando regrese de la memoria histörica a la calle
desierta, a la ciudad actual y la noche. Dos patrias tengo yo: La Habana y la
noche, ...

[With coupled-questionsI was whenI returnedfrom the historical memory to the
emptystreet,to the actualcity andthe night. My two motherlands:Havanaand the
night, ... ]
Guillermo CabreraInfante,Ella CantabaBoleros (1996)
An hour and afew drinks later finally he agreed to have a drink with me), the old
mangave mean in: he usedto work in the theatre.
"Where? At the Marti? "
"No. At the Shanghai. "

"Ah. And what did you do there?I've heard it was a strip joint. Is it true that they
shut it down assoon as theRevolutionbegan?"
"Yes,but I hadn't beenworking there long. I was Superman.Therewas always a
posterjust for me: 'The oneand only Superman,exclusiveengagementat this
theatre.'Do you know how long myprick was when it wasfully erect? Twelve
inches.I was afreak. That's how they advertisedme: `Afreak of nature. Superman.
twelve inches... thirty centimeters... onefoot of Superprick ...appearingnow...
Superman!"
PedroJuanGutierrez,Dirty Havana Trilogy (1998)
Either theheterotopiashavethe role of creating a spaceof illusion that denounces
all real space,all real emplacements
within which humanlife is partitioned off, as
illusory.
evenmore
Michel Foucault, 'Different Spaces'(1967)
This chapterwill discussone of thosebinary oppositions,subjectto an extensiveliterature
and now an essentialpart of our modem urbanmythologies:the separationandcontrast
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betweenthe urbandiurnal and nocturnalandits socialand cultural implications. I shall try
to determine the relevance of contemporary imagery of the urban nocturnal in relation to

the city of Havana,by drawingfrom mainly literary and cinematographicdocuments.
I have brought together visual and textual documents that recreated Havana's nightlife
during the 1950s, a decade when the city was being greatly transformed by the United
States' entertainment industry. This analysis focuses on the cultural debatesrelevant at the
time (the 1950s and 1960s), looking at them alongside hegemonic Hollywood
representations. These cinematographic productions, used in part to promote Havana as an
ideal holiday destination, had a decisive impact on future representations of the city during
the 1950s,particularly among dissident groups in the United States and more recently
inside Cuba. The concept of the city of Havana as a place designed for the use and
enjoyment of the North American tourist was first positively encouraged by the Cuban and
United States' culture-makers, and later taken up by the new Cuban authorities (after 1959)
as a sign of cultural decadenceand the Island's economic and political submission to the
United States.

In the documentsanalysedin this chapter,I have searchedfor thosedichotomiesassociated
with the divisions betweenthe diurnal andthe nocturnalwithin the city - suchaswork
versusleisure,or lumpenclassversusworking class- discussingtheir role in the
constructionof a particular imageof Havana.
From the 1920sto approximately1961and the post-1961closureof privately owned
cabaretsandnightclubs in post-revolutionaryHavana,the existenceof a vibrant and
transgressivenightlife was the city's main tourist attraction.Most of the cinematographic
representationsof Havanafrom the end of the 1920sto 1959focusedon its nocturnal life,
aroundcasinos,cabaretsand nightclubs.All night music, drinking and gamblingwould
takeplacein an atmosphereof total permissiveness- in contradictionto the fact that
This
wealthy Cubanswere still intimately associatedwith the SpanishCatholic Church390.
developmentwaspartly the result of the United States' `prohibition period', when the
manufacture,saleandtransportationof alcoholic beverageswas bannedwithin the United
Statesfor fourteenyears,from 1919until 1933.Coinciding with the beginning of the `dry
years', the Cubangovernmentpasseda casinoand tourist bill that effectively made
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gambling legal on the island.North Americaninvestorsstartingbuying andbuilding
casinosand hotels,allowing for the growth of a commerciallyprofitable nightlife andthe
city becamea very important tourist resort,oneof the more important urbancentresin the
whole of Latin America, attractingmigrants,not only from the easternpartsof Cuba,but
alsofrom other Caribbeanislands,Spainand other Europeanareas(mainly European
Most of the examplesanalysedbelow belongto, or more importantly refer to,
Jewish)391.
the decadeof the 1950s,when Havana'sacceleratedurbangrowth was directly relatedto
the hugeinvestmentsmadeby the Americanentertainmentindustry.
The representationsof Havanaduring this period coincidedwith a broadertendencyin
cinema- particularly Hollywood cinema- that recreateda uniquecinematographicimagery
of the urbannocturnalin American cities.What I call `imageryof the urbannocturnal'
refersmainly to a corpusof references,visual or literary, that from the endof the nineteenth
centurycreatedan imageof thecity at night associatedwith the existenceof an `other' life,
different to daily life, inhabitedby an otherwiseinvisible classand configuredalso asa
different space.Night spacesand their inhabitantswould frequentlycontradictthose
dominant during daytime, openingthe possibilities for transgressionand changeunderthe
protectionof their, sometimessimulated,clandestineexistence.This other nocturnal space
was partly constructedthrough an illusionist trick: artificial light andtheatricalarchitecture.
Its `spectacular'qualitiesresidedin the fascinationfor the unexpectedandtransgressive,
of its settingsand visitors alike ascentral to the spectacle.
with the strangeness
The representationof this day/night divide in modernurban spaceshashad,therefore,its
mostprolific outcomein the cinematographic.For example,in films such asBladeRunner
(1982), the imageof the city isfuturised by focusingon its nocturnal spectacle:the extreme
contaminationof artificial light at night, its insistenceon the permanenceof a clear image
through lighting andmovementwhich givesthe appearanceof anotherworld now
occupyingthe spaceand replacingthe diurnal. However,the most relevantexamples
belongto what hasbeenclassified asthe film noir genre,particularly thoseproductions
during the 1950s,which would focus on the criminal to describeNorth Americanurban
Will Straw's article on the subjectdescribesthe influence of the
tensionsat the time392.
Kefauver Committee,createdby senatorEstenKefauver at the beginningof the 1950sin
order to investigatethe relations betweenmunicipal corruption and organisedcrime in
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North American urban centres393.Films such as New Orleans After Dark (1957), New York
Confidential (1955), Las VegasShakedown (1955), Chicago Syndicate (1955) and others
would give cinematographic form to this modem mythology of the urban nocturnal as the
space of the criminal: `Their narratives, nevertheless, are secondary to their cataloguing of
vice, and to the formal organisation of those films as sequencesof scenesin night-clubs,
gambling dens and along neon-lit streets'394When modem urban spacesare represented at
night, there is a common reference to an underground, or parallel, criminal class,
surrounded by those whose very existence depends on the activities of the former - and
among them, the figure of the `bohemian'. This particular cinematography played a crucial
role in later recreations of Havana during the 1950s, as an urban space under the control of
North American organised crime with the collaboration and complacency of the local
authorities.

First of all, while it is true that thetransgressivein many of the examplesI shall be
discussingis generallygeneratedby or associatedwith what is normally referredto as
organisedcrime, I considerit importantto dissociatethe transgressivefrom the criminal.
The mythologiesregardingthe associationbetweenHavana'snightlife andNorth American
organisedcrime were promotedby thosewho took political andcultural power after 1959.
The nocturnal transgressivein Havanawas sometimes`law-abiding'. Secondly,this
investigationis more concernedwith thosetransgressions
that madetheir way into
Havana'srepresentationsand, therefore,denoteda kind of transformationor relaxationof
the moral codesthen dominantin the United Statesand Cubansocieties.
The transgressivemust be understoodin this analysisasa spatialconcept,relatedto the
conceptof `trespass',a movementfrom onespaceto anotherwhereaccessis restrictedto
the `knowledgeable'few. In films suchasGuysand Dolls or literary fictions such asTres
TristesTigres,thesetransgressions
refer to the celebrationof a world whereclassand
cultural trespasseswere common,aslong asthey only occurredwithin the delimited
temporaland spatialbordersof the nocturnal.Inevitably conceptssuchasthefläneur and
the boheme- in Baudelaire,and later Walter Benjamin - sprangup, asthey refer to figures
of resistanceto the prescriptionsof a particular social and economicsystemwhere cultural
and classdivisions determinelifestyles and individual freedoms39sHowever,asthis
the
chapterfocuseson a very particular period in the history of Havana'srepresentations,
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relevanceof theseconceptswill be determinedby the particular historical contextin which
they makea return.Challengesto the hegemoniesof the national andwork-centred
morality dominantduring the period underconsiderationin this chapter,appearto various
degreesin many of the cultural productionswherenightlife in Havanais explainedor
celebrated.
As noted, thoseaspectsof Cubancultural expressionshighly promotedby the tourist
industryduring the twenty-five year period between 1933and 1958were directly relatedto
Havana'sreputationasa city that lived at night. Someof themwere commonlyand openly
referredto, suchasthe quality and profusionof its musicaland dancespectacles.Others
wereonly vaguely suggested,especiallywith regardsto the city's sexualaccessibilityand
permissivenesstogetherwith its legal flexibility with regardto the gambling industry.
As early asthe 1940s,Meyer Lansky, then an important headof North Americanorganised
crime in Florida and the Caribbean,had alreadyopenedseveralcasinosandnightclubsas
the financierto one of the New York families. More thanten yearsafter FrancisFord
CoppolaandMario PuzorecreatedMeyer Lansky's presencein Havanain part II of The
GodfatherTrilogy (1974), the Cubanhistorian EduardoCirules publishedin Cubathebook
El Imperio de La Habana, an investigativework looking at the presenceof the Lansky-clan
in the Cubancapital, their investmentsacrossthe island andtheir relationswith the Cuban
political power elites:
Entre 1937-1940,Lansky seinsta16de manerapermanenteen Cuba,parafundar `
[... ] un verdaderoimperio: nuevecasinosy seishoteles[... ]»

La mafia comenzöa operaren el Hipödromoimportantescarrerasvinculadasal
turismo y las apuestas.Quedarontambiencontroladoslos juegos populares;se
inauguraronlos masdelirantescabarets,y otroscentrosde esparcimientoy
recreaciön:restaurantes,negociosde usura,hastaconformaruna Habanaque
empezöa ser conocidacomo `El Paris del Caribe'o `el burdel masdeslumbrantede
America'. 396
[Between1937-1940,Lansky movedto Cubapermanently, in order tofund [... J a
true empire: nine casinosand six hotels[... J

1...]
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At the Hippodrome, the mafta began to operate important races, linked to the
tourist industry and the betting industry. Popular games were also put under its
control; the most delirious cabarets were inaugurated, and other leisure and
entertainment spaces: restaurants, usury businesses,until the creation of a Havana
which began to be known as «The Caribbean Paris» or «The most dazzling brothel
in the Americas))."

This, Cirules's first publishedwork on the subject,was,amongother things, an ideological
explanationof the power strugglesin Cubaduring the yearsleadingup to the December
It gives an imageof the city as `owned' by United States'organisedcrime
1958events397.
and thereforeforeign to the rest of the Cubannation.This essaywon the `Casade Las
Americas' prize in 1993,one of the mostprestigiousliterary awardsnow given in Cuba. It
is not the scopeof this analysisto determinethe historical accuracyof Cirules' versionof
events.The relevanceof his essayresidesin its contribution to the dominantrecreationsof
the city's cultural history during the 1950sand therecentglamorisationof this decadein
Havana-a glamorisationnow being openly fomentedasmuch inside asoutsideCuba.The
differencesin emphasisand focusCirules gaveto his secondwork on the subject,La Vida
Secretade MeyerLansky en La Habana.La Mafia en Cuba398,
publishedin 2004,
respondedin part to a switch from an ideologicaljustification of the 1959Revolutionand
the historical eventsthat followed, to a nostalgicrepresentationof the economicand
cultural splendourof Havanaduring the 1950s.

in The GodfatherII fictitiously set in
In this secondwork Cirules mentionsthe sequences
According to Cirules,Francis Ford Coppolatried to
Havanabut shotin SantoDomingo399.
give historical accuracyto his filmic versionof Mario Puzo'snovel, by referring to the
presenceand influence of Meyer Lansky in Havanaduring that period (SeeDVD: The
GodfatherIT Roth and Corleoneconversation).Throughthe characterof RymonsRoth in
TheGodfatherII - understoodto representMeyer Lansky in real life - Coppolaemphasises
the crucial role that Havanaplayed in the then extensiveinterconnectionsbetween
organisedcrime and the political elites in the island,as exemplifiedby the agreements
betweenLanskyand the governmentof FulgencioBatista400.During his conversationwith
Mike Corleone,Roth's words sumup the significanceof Cuba,and more particularly
Havana,for the future of their businesses:
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"Here we areprotected.Freeto make our profits without Kefauver,the goddamn
JusticeDepartmentand the FBI. Ninety miles away, in partnershipwith a friendly
government...ninety miles. It's nothing.Justone small stepfor a man looking to be
presidentof the United Statesandhaving the cashto make it possible.Michael...
we're bigger than US steel".
However,Roth's most revelatorycommentsin the film referto Las Vegas,as a city created
by a particular individual, the `artist' who designeda utopianurbanspace,dedicated
by society asmarginalor
exclusively to thosepleasure-seekingactivities characterised
plainly `criminal':
Roth: "There was this kid I grew up with. He was younger than me. Sort of looked
up to me, you know. We did our first work together. Worked our way out of the
street. Things were good.

During prohibition we ran molassesinto Canada.Made a fortune.Your fathertoo.
As much asanyone,I loved him and trustedhim.
Later on he hadan idea,to build a city out of a desertstop-overfor G.I.s going to
the West Coast.
That kid's namewas Moe Greeneandthe city he inventedwas Las Vegas. This
..
was a greatman.A man of vision and guts.And there isn't evena plaque,signpost
or statueof him in that town."
This characterisationof Las Vegaswas introducedasa way of emphasisingthe ambitious
plansthat Meyer Lanskyand his associates,including the Cubangovernment,had for the
city of Havana.In Coppola'sand Cirules' versions,Havanais representedasa dreamed
project, a holistic work of art - and in many ways, a revolutionaryone. Its revolutionary
characterresidedin the will to challengeand transcendthe categoryof the nationaland
give back to the urbanits utopian aspirations.Whether or not CoppolareadLansky's
biography,he representshim as a man who had a vision for Havanaandwho saw himself
asthe creatorof a new urban form. This new urbanform was ideally situatedoff North
American shores,allowing for no contradictionsto the United States'legal integrity. The
social commentatorandhistorian Daniel Bell arguedin 1961that North America was then
going througha moral and ideologicalcrisis, exclaimingemphaticallythat: ` Catholic
In
cultureshaverarely imposedsuch restrictionsandhave rarely sufferedsuchexcesses'401.
Bell's account,a growing hedonisticandidle culture was precipitatingthe developmentof
the entertainmentindustry, wheregamblinghad a centralrole. Hedonismand idleness
seemedto be the type of urbanutopianismemergentduring the 1950sin the urban centres
of the United States.However,looking at the poor evidenceproducedby the Kafauver
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Committee, Bell also argued that the phenomenon of `La Mafia' was more a North
American myth than a social reality402.A myth createdby a society frightened and, at the
same time, fascinated by organised crime - in Bell's terms not so organised neither so
criminal. Bell linked the growth of such a myth with the end of political ideology in North
American society after a period of fanatical anti-communismao3 Myth or not, such
fascination with United Statesorganised crime and the lifestyle it representedwould in part
explain Havana's own mythologies during the 1950s. As a legal paradise for the North
American gambler, it would play that heterotopic and compensatory role normally
associated with the tourist resort. However, it is the specificity of gambling in Havana that I
would like to focus on in order to explain the type of heterotopical function the city was at
the time fulfilling.

Walter Benjamin's discussionof the meaningof gambling in its paradoxicalrelation to
work castsa light on this compensatoryrole playedby the entertainmentindustry in
Havana.Benjamin tried to understandthe connectionsbetweenthe spreadof gamblingin
urbanEuropeancentresat the end of the nineteenthcentury andthe simultaneousextension
of capitalistprinciples to every aspectof humanlife. According to Benjamin,
Gambling invalidatesthe standardsof experience.It may be dueto an obscuresense
of this that the `vulgar appealto experience'(Kant) hasparticular currencyamong
gamblers[... ] Towardsthe end of the SecondEmpire this attitude prevailed.`On
the boulevardsit was customaryto attribute everythingto chance'.This disposition
is promotedby betting, which is a devicefor giving eventsthe characterof a shock,
detachingthem from the context of experience.For the bourgeoisie,evenpolitical
eventswere apt to assumethe form of occurrencesat the gamblingtable.
In an earlier statement,Benjamin asks:`Wherewould one find a more evidentcontrastthan
the onebetweenwork and gambling?'405.However,he continuesto explain that this
contrastreally happensbetweenskilled work and gambling.The fact that unskilled work
and gamblingdid not needto referto experiencein order to carry on denotedtheir common
ground: `This starting all over againis the regulativeidea of the game,as it is of work for
wages'.

However, it is not only in the repetitivecharacterof unskilled work that

Benjamin drawshis comparisonwith the natureof gambling. He found that the whole new
market ideology had gamblingasits symptomaticexpression:
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Speculationon the stock-exchangepushedinto the backgroundthe forms of
gamblingthat hadcome down from feudalsociety.To the phantasmagoria
of space,
to which thefläneur was addicted,therecorrespondedthe phantasmagoria
of time,
dedicated
himself. Gamblingtransformedtime into a narcotic.
to which the gambler
Lafarguedefinedgambling asaminiature reproductionof the mysteriesof the
407
The fact that North Americaninvestmentsin Havanafocusedtheir businesseson the
gamblingindustry was due to thehigh demandfor this kind of activity by the primarily
wealthy North American.This was a socialgroup thatjustified their wealth on the work
ethic predominantin the United States.Suchan ideologywould establishthat, in a society
of equals,only thosewho worked hard andcontinuouslywould accumulatewealth.The
1950swere prosperousyears.They meantfor many the realisationof the `American
dream', wherewealth accumulation- consumptionpower - andfreedomwould come to
meanthe samething408.The poverty of thoseliving on the `other side', the Soviet block,
was a sign of their enslavement.It was more a matter of what they did not havethan what
they actually could or could not do, thoughthis was also in the equation:what they could
not do was to work hard in order to becomerich. However,leisuretime was one of the
items of consumptionthen most soughtafter by thosewho would work hard today in order
It was the imageof constantleisure of thosealreadywealthy
to go on holiday tomorrow409.
that would animatesuch an illusion. This imagewas eminently cinematographic.The
aspirationof thosewho expectedto join the forcesof the powerful andrich was to
accumulatewealth in orderto gamble:either on the stockmarket or in the casinos.What
allowed this paradoxto passunquestionedwas the classificationof gamblingasa leisure
The
activity and, therefore,one mainly exercisedat night, when `proper' work was over410.
existenceof an urbanspacededicatedto the leisure of the wealthy, asin the caseof Las
VegasandHavanaduring the 1950s,would meanthat suchcontradictionswere constrained
within not only temporal,but also spatialborders.And again,the conceptof heterotopia
and its compensatoryfunction asdefined by Foucaultseemsto hold parallelswith what
Havanacameto representat the time. But what exactly was the type of compensation
allowed within Havana?If we acceptCoppola's and Cirule's version of events,by the
1950s,Havanarepresentedthe leisure-spacethat would compensatefor the climatenot
only of legal constraints,but alsosexualpuritanismin the United States.
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If, again according to Cirules and Coppola, Havana during the 1950s was Meyer Lansky's
own project, this project was marked by a utopianism based on the modem belief that cities
can be contained and defined by setting well-delimited borders. There was also the belief
that within these defined borders Havana could become a safe haven for those who shared
or needed these principles. In this case, those borders were not only legal, but also cultural,
relying on the belief that Cubans had a society based on the same pleasure-seeking

principlesthat attractedthe North Americantourist to the island:a societydedicatedto
gambling andsexualpleasurein contradictionto the moral hegemonythat the Catholic
Churchwas supposedto hold over its inhabitants.This belief was associatedwith the now
traditional cultural stereotypingthat hasfor decadesdeterminedthe relationsbetween
North Americansand so-calledLatin Americans.But, asI will arguelater, it too had a great
dealto do with theparticular stereotypingof Afro-Cubans asmuch within asoutsidethe
island.
Sincethe 1930s,the fascinationwith Cubandifferencesamongthe North Americanpublic
focusedmainly on their sexualavailability andtheir idleness.Thesecharacterisationsran
parallel to Hollywood filmic traditionswhenrepresentingits own black andHispanic
In an interestingtwist, the representationsof Havana's inhabitantsin films
populations411.
suchas Weekendin Havana (1948)and Guysand Dolls (1955), repeatedthesesame
stereotypesappliedparticularly to the Chicanos.In Weekendin Havana,the two Cuban
charactersare alternativelyrepresentedby a Portugueseand a Mexican- CarmenMiranda
andCesarRomero.Thesecharacterisationsobeyedthe expectationsraisedby the growing
tourist industry, wherethe sexualforwardnessof `the natives' in the Latin Americantourist
resortswould havea centralrole.
An advertisingpostcardof the tourist industry in Cuba,illustratessuchexpectations
[Illustration 47]. This promotionalpostcardfrom 1955,publishedby the CubanTourist
Commission,showsa woman wearing a typical guajiro (peasant)outfit, particularly the
hat, asa representationof Cuba's rurality. Her featurescorrespondto the stereotypeof the
Latino womanat the time embodiedby CarmenMiranda, who would adoptthis role in each
of her films412.This womanrepresentsmany of the club dancersemployedby Havana's
nightclubsand cabarets.The guajiro413hat refersto her innocence,associatedwith people
from the countryside,whereasher openshirt promisessexualavailability. This combination
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makes the image unthreatening and therefore pleasurable. The slogan: `So Near and Yet so
Foreign' restatesthis strategy: she is at the same time `near and far', a process by which the
`native' becomes different enough to fit into the idea of the perfect holiday resort. Imagery
like this accommodates the native to the place by removing the extremes of `too similar'
and `too different'. Cultural stereotypes conveniently played this role by eliminating what
might threaten the tourist's pleasurable experience. Within the experience of `travelling',
there is not only the aspiration to transcend your own culture, but also that of transcending
your own `class' - you expect to be given access to that `otherness' which defines what you
are, defines your loyalties and social positioning. However, the tourist industry would
normally make sure that this otherness can never remind you of that `other' left at home.
Poverty needs to be romanticised, otherwise a pleasurable experience would suddenly
become the hell of seeing and knowing too much - namely the universal character of
human suffering.

Illustration 47. Postcard promoting Cuba
from 1955.

The tourist industry equatedtravel with leisureand, in so doing, removedfrom the
The
experience the possibility of recognising others' suffering as similar to one's own.
tourist resort would be strategically designed to accommodate this concept of the `not too
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similar neithertoo different' in order to make the experiencepleasurableandtherefore
rentable.In any case,it was importantthat nothing in this experiencewould remind the
tourist of work.

Nine yearsafter the postcardin Illustration 1 wasprinted, FrancisFord Coppoladecidedto
showthe grim sideto this unthreateningimageof innocenceand sexualopennessfor which
the Cubancapitalwas so popularduring the 1950s.Coppola'srepresentationof the sex
industry in Havanaduring thoseyearscoincidesagainwith that describedby Eduardo
Cirules in his essayEl Imperio de La Habana. The overall picture showsus that Havana,
from the beginningof the 1950s,was a city being built not only for the economicbenefit of
North Americanorganisedcrime underthe knowledgeandcomplacencyof North
American andCubanpolitical and economicpower elites. It had alsobecomea
convenientlyclosespacefor sexualencounterswith the racially different, while avoiding
the accusatoryeye of puritan white Americaa14
Both Cirules and Coppolacoincideon their interpretationof what Havanarepresentedthen:
its economicandpolitical elites, concentratedmainly in the entertainmentindustry, were
installing a systemof moral depravityat the serviceof an American rich and idle class.To
illustrate this fact, Coppoladecidedto representin his film oneof the many pornographic
clubs then springingup in the city (SeeDVD: The GodfatherII: ShanghaiCabaret
sequence).It is the sequencewhen Mike Corleone'sbrother, Fredo,takesa groupof
American businessmenand politicians to a pornographicspectacle.This spectacleshowsa
very popular Havanacharacter,Superman,who would exhibit a bigger than normalpenisto
his eageraudience.Although out of camera,this characteris supposedto perform sexually
15
with a womantied to apole The spectaclefascinatesFredo'sguestswho believe it
impossible.Mike Corleonestaysin the backgroundas a sign of moral condemnation.As he
is the characterwith whom the spectatoridentifies, we sharehis moral position. The
atmosphereof moral decadencythat characterisedHavana'snight life is explainedto us in
a visual flash: the close-upof Fredo's expressionof lust andsadismwhile he observesthe
spectacle.Within the contextof the film, Fredo's weaknessis describedashis lack of moral
integrity, which leadshim to betray his own brother. However,there is also a verdict on the
city. Spectaclessuch asthe onerepresentedin the film werealso commonin New York and
Las Vegasduring the 1950s.The differenceresidedin the complicity of the Cuban
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governmentthanksto which Havana'snightlife reacheda level of permissivenesseven
greater than that of the major North American cities. An image such as the one in

Illustration 1, wherethenation of Cubais representedas a sexualisedfemalebody, was the
direct result of this stateof affairs416
However,Havana'smajor sin in Cubawas its accelerateddevelopmentasa North
American spaceof leisure,while the rest of the Cubannation remainedin poverty and
backwardness.During thoseyears,North Americanbusinesses
were promoting in the city
what was not morally condonableback home. Although we might considerthis a sign of
socialhypocrisy,we could alsounderstandit asa preludeto the moral relaxation
experiencedby North Americansociety during the 1960s.It is worth mentioningthat the
openingof gay bars in cities such asNew York and Chicagowere in many casesdirect
investmentsby organisedcrime, such asAlbert Anastassia'sand CarmineFatico's control
of most of the gay barsin GreenwichVillage. Although many membersof gay circles
voiced their discontentwith this fact, there is no doubtthat organisedcrime contributeda
Years
great deal to the creationof spaceswherethe gay-rightsmovementflourished417.
after the Stonewallriots in New York, the police justified their raids on gay barsas a
clampdownon mafia businesses.The leadersof the 1959Revolutionusedthis same
reasoningin order to suppressany public expressionof sexualfreedomoutsidethe
traditional heterosexualcouple.Seenin this light, the 1959Revolutionmeantfor many
simply a moralist and repressivebacklash.Among thosewho suffered suchrepressionwere
many of the intellectualsand artistswho had openly supportedandlater worked for the new
government.Suchmoralistic backlashbroughtabout the first major division amongthose
who were supposedto representthe samepolitical and social interestsin Cuba418.
The predominantlymoralistic readingof Havanaduring the 1950sexemplified in both
works - The GodfatherII and Cirules's El Imperio de La Habana - correspondto the
knowledgethat there was then a moral battle being fought betweendifferent sectorsof
North Americanand Cuban societies.At the core of this battle was that persistentmodem
ideology that hasfor nearly two centuriesdivided and confrontedthe urbanwith therural.
The 1950sexemplifiedthe new challengeto the utilitarian andpuritan moralities,rooted at
the heart of the North Americanrural groups,a morality basedon the work ideology
introducedby the first colonisers,wherepleasure-seekingactivities were conveniently
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repressedor restricted to the private space of the home. The concept of the urban has been
the recipient of numerous modem utopias: a work-free society is a persistent one within
European and North American traditions. How could the urbanity described by Friedrich
Engels in The Conditions of the Working Class in England possibly be the recipient of such
utopianism? It is in Baudelaire's response, as described by Walter Benjamin, that we find
the rural/urban dichotomy deployed as the confrontation between an ethics based on work
and another based on pleasure419.Further, there is the question of how the dichotomy
between work and pleasure was established in the first place. In his seminal work, The
Tourist: A New Theory of the Leisure Class, Dean MacCannell understands this division as
one established between work and culture:

Industrial society elevateswork of all kinds to an unprecedented
level of social
its
importance,using as techniquethe rationalizationanddeculturisationof the
workplace.As this new kind of rationalizedwork got almost everyone
into its iron grip, culturedid not enterthe factories,offices andworkshops.The
workday world is composedof nakedand schematicsocialrelationsdeterminedby
raw power,a kind of adolescentconcernfor `status'and a furtive, slick sensualism
all cloakedin moralistic rhetoric. Culturegrew anddifferentiatedasneverbefore,
escapingthe elite groupsthat hadpreviously monopolizedit. It becamepopular,but
it recededever further from theworkday world.420
Pleasureandwork would apparentlyonly be reconciledin the arts andthroughartists.The
work/pleasuredivide asit is now understoodwas not possiblebeforethe modem conceptof
the artist - the bohemianclass- was inventedby thosealreadyimmersedin the urban. It
was at the heart of this separationbetweenwork and pleasurethat the tourist industry found
a spacein the marketwith its creationof placesdedicatedexclusively to leisure activities.
The relaxation of moral codesthat this operationrequired,in orderto createa clear
distinction betweenwork and leisure,madethe fact that Havanawas not on North
Americansoil a very convenientasset.For the Cubanswho did not live in Havanaand did
not know its complexitiesor enjoy its pleasures,the city was an unproductiveparasite
bleedingthe rest of the island's population dry. In 1958,when a governmentair raid against
the rebelsin the rural town of Sagua,EasternCuba,killed severalcivilians and destroyed
numeroushouses,a memberof the rebel army wrote a messageon one of thebombed
buildings' walls before fleeing: `Habanamurib en Sagua.De la Colunna17' [Havanadied
in Sagua.From the 17ths Column].This messagewas publishedin the magazineBohemia
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the next day, for the Havana'scitizensto see[Illustration 48]. Their city was being made
responsible for the suffering of others and this messageread as a death-threat.

Illustration 48. Photograph of
writing on wall left by the
guerrillas after the bombing of
Sagua. It reads: `Habana
muriö in Sagua. De la
Columna 17' [Havana died in
Sagua. From the I7'h
hatallion].
Published in Bohemia, ano 51,
No. 5, Febrero 1,1959.

Eduardo Cirules' second text is presented as a faithful transcription of his conversations
with Sebastian Casiellas, the then chauffeur and companion of Meyer Lansky, during the
years when he was already head of organised crime in Havana and Florida. This text,
published in Havana in 2004, refers constantly to the city as the `splendorous Havana' and,
particularly, Havana at night: casinos, cabarets, night-clubs and pornographic theatres. His
descriptions of this otherness, a pleasure-seeking world of leisure, gambling and permissive
sexuality, corresponds to the more discreet image of Havana created by Hollywood
between the 1930s and the 1950s.

La Habana ahora se mostraba mäs que fascinante. Se habian construido avenidas.
Lo que hoy conocemos por la calle Linea y los dos tüneles que cruzaban por debajo
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del rio Almendaresy saliana la calle 31 ya esaextensaQuinta Avenida, con flores,
con palmas,con ärboles,con muchoencantoy esplendor.
En unoscuantosdias, disfrute lo quenuncaanteshabiapodido hacer.Comencepor
visitar los sitios que solo conociade referencia.Entre como un gran senoren el
cabaretTropicana[ ... ]
La Habanadel gatillo alegrehabiacambiado.Era ahoraLa Habanadel gatillo
organizado.De las perseguidoras,de las vigilancias policiacas;de los centros
nocturnospor excelencia,las casasde putasmäsrefinadasdel Caribe.Una ciudad
que, entre luces,imponia suimagen.Una ciudad dondelos dias sefundian con las
noches;y uno tenia la impresiönde que la vida comenzabarealmentea las diez de
la noche.Una Habanaalejadade los barriosmarginalesa2'
[Now Havana would be shown at its mostfascinating. Avenues had been built. What
today we know as Linea Street and the two tunnels crossing underneath the
Almendares River and would exit to 31" Street and the broad Fifth Avenue, with
flowers, with palm trees, with its charm and splendour.

In afew daysI enjoyedwhat I had never beenable to. I beganby visiting theplaces
I only knew by name.I enteredasa great gentlemanthe Tropicana Cabaret.
Thehappy-triggeredHavana had changed.Shewas now the Havana of the
organisedtrigger. Of the chasingpolice cars; of thegreatest night centres;the most
refined brothelsin the Caribbean.A city that, amonglights, would imposeits own
image.A city wherethe days would melt with the nights; andyou would havethe
feeling of your life commencingreally at 10 o'clock at night. A Havanafar away
]
from the marginal neighbourhoods.
This paragraphseemsto havebeenpartly authoredby Cirules, ratherthan being a direct
transcriptionof Casiellas'soral account.While Casiellasfirst alludesto his nostalgiafor
the separationbetweenthis world and
the wondersof Havanaat night, he soon emphasises
the marginality of the poor classesin the city, to which Casiellaswas supposedto belong.
Referencesto the barrios marginales (marginal neighbourhoods)seemto correspondto
Cirules' worries regardingthe possiblereactionsto this work by thosewho considered
Havana'snightlife just a sign of social decadenceandproof of the city's total submissionto
North Americaneconomicdomination.The whole essayreflectsthis ambiguousapproach:
mourning for a disappeared`splendorous'city and moral condemnationof what that city
represented.The restorationof onceluxury hotels and theneedto makethe city againa
tourist attractionhas broughtinto the city's cultural arenamany of thosecultural signsfrom
the 1950slong vanisheddue to the economicmeasuresintroducedby the revolutionary
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government.Cirules's last essaycorrespondsto this trend,and its appealseemsto residein
Casielles'ssupposedlyfirst handexperiencewith Havana'sunderworld during thoseyears.
It is unknown how much of this tale can really be attributed to Casiellas and how much of it
is a new ideological attempt to interpret Havana during the 1950s under the light of the
1959 Revolution. In any case, the very fact that Cirules decided thirteen years after the
publication of El Imperio de La Habana to publish Casiellas's direct account seemsto
conform to a new sensibility not only within the island, but also in the North American and
European context. This new sensibility corresponds to the contemporary interest in the
cultural shift experienced during the 1950s in the United States and Europe after the postwar economic recuperation. This cultural shift was in part the result of, or at least coincided
with, the important weight that the entertainment industry was acquiring during that decade.
The growth of available leisure time for the upper and middle classes,together with the
moral relaxation after years of puritan McCarthysm resulted in the opening of new and very
lucrative leisure markets. The tourist and gambling industries were making record profits
and building economic empires. What is now called Havana's decadency during the 1950s,
and our contemporary fascination with it, responds to a time when a new urban utopianism
was being enacted among the better off social groups: the search for the pleasurable and a
city created to that end. This is precisely what the neo-conservative historian Daniel Bell
denounced in his book The Cultural Contradictions of Capitalism (1976)422.

On the other side,to many Cubansthe possibility of leaving a life of hardshipandpoverty
was the rationalefor joining the spectacleand becomingnight entertainers.Thousandsof
immigrantswere enteringthe city to createsucha possibility. The flourishing of cabarets,
nightclubs andpornographicshowsin Havanafrom thebeginning of the 1940sto January
1959meantthe surgeof a subclass,a nocturnalproletarian,whoselivelihood was
threatenedsoonafter January1959.The city also attractedNorth Americanperformers
wanting to breakinto the marketusing Cubaasa launch platform. Even thoughthey were
not musicals,nearly every film shotin the city from the 1930sto 1959would continuethe
tradition of the cabaretin the city by inserting musicalactsbetweenscenes.However,there
seemsto exist very little visual materialrepresentingthoseother spacesof mainly Cuban
clientele whereup andcoming artistswould try their luck. Of these,there are mainly
literary references,suchas Guillermo CabreraInfante's descriptionsof his nights at the
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low-key cabaretLas Vegasduring the 1950s.Cinematographically,it was the Hollywood
musical Guys and Dolls (1955) that attempted to represent those other spacesoff the tourist

trail, alluding to their edginessand relationswith criminal life.
The musicalGuysand Dolls was a productof a newly growing cultural demand.Its
representationof Havanaasthe ideal leisureresortcoincidedwith the yearswhenthe North
Americantourist industry was realisingits bigger investmentsin the island - particularly
the openingof three big hotels, with their respectivecasinosand cabarets:the Capri, the
Riviera and the Hilton. As such,this film, and specifically the sequences
set in the Cuban
city, canbe cataloguedasa historical documentand cultural productof a specific economic
period: a period markedby the `democratisation'of the tourist and entertainmentindustries,
now availableto the middle classesandwidely promotedon TV and,particularly, in
cinema.However,I considerthat there is more to Guysand Dolls than it seemsat first
sight.Without denying the abundanceof racial andcultural stereotypingdeployedduring
the sequences
set in Havana(I will discussthis issuelater), GuysandDolls brings into play
a seriesof dichotomiesthat respondedto the moral battlescharacteristicof the 1950sin
North America andCuba.Thesebattleswere not only the result of traditional divisions
betweensocialclasses,nor are theyjust a reflection of cultural differencesasdetermined
by national and ethnic origins. The separationbetweenthe nocturnal and the diurnal - the
pleasurableand cyclical characterof the first and the industriousnessand linearity of the
second- will serveasthe visual trope that metaphoricallyillustratesthesemoral
confrontations.
Guysand Dolls -a Hollywood musicaldirectedby JosephL. Makiewicz and releasedin
1955- was set in the Broadwayof the 1940s,an urbanareathen supposedlyinhabitedby
professionalgamblers,theatreperformersand SalvationArmy members.The plot revolves
arounda bet madeby gamblerNathanDetroit (Frank Sinatra)with Sky Masterson(Marlon
Brando),anotherwell-known gamblerwho hasjust informedNathanof his intentionsto go
to Havanaon his own for a few days.Although he never specifieswhat he is going to do in
Havana,collective knowledgeregardingthe Cuban city asa gambler'slegal paradisemade
this detail unnecessary.NathanbetsSky $1000that he won't be able to convince Sarah
Brown, a very prudish memberof the SalvationArmy, to go with him to Havana.Sky
acceptsthe bet and finally managesto take SarahBrown to Havana,where they fall in love.
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The plot was basedon a shortstory by Americanwriter DamonRunyonentitled `TheIdyll
of Miss SarahBrown'423.It was a plot that hadalreadybeenadaptedfor a Broadway
musicalin 1950by GeorgeS. Kaufman,which openedunderthe final title `Guysand
Dolls' at the 46th StreetTheatre.It was in this first adaptationof Runyon's story to theatre
in Havanawere introducedby Abe Burrows, and later faithfully included
that the sequences
by SamGoldwyn in the Hollywood production.It was not by chancethat the two stars
chosenby Goldwyn to incarnatethe two main male roleswere great connoisseursof
Havana,Frank Sinatraand Marlon Brando;aswas the casefor most wealthy North
Americansduring the 1950s.
During his first visit to Havanain 1956,Brandospenthis nights at thegaritos in theareaof
In his biographyhe explainsthe
Playa,listening and dancingto live Afro-Cuban rumba424.
big impact Afro-Cuban music had had on him the first time he heardit in New Yorka2s
Brando's knowledgeof Havana'smain night-clubsandgaritos, such asthe one featuredin
ConcerningSinatra,the singer
the film, was at thetime giving him a certainnotoriety426.
had beenvisiting the city sincethe beginningof the 1940s,thanksto his relationshipswith
important headsof one of the New York families427.
When the representativesof the five
families met at the National Hotel in 1947,Frank Sinatrawas the main musicalattraction,
singing on the first night. His closeconnectionswith themafia werethen widely known
and, what is more important,highly glamorised.The sequences
set in Havanafunctionedas
an excellentmarketingcampaignfor the tourist industry investing in the city.
By 1955,Havanahad alreadyacquiredits reputationas,not only a sunny andromantic
holiday resortfor the North Americanrich, but also a type of Sodomand Gomorrah,a
paradisefor the sinnerand the criminal. For the Guysand Dolls spectator,Havana's
nightlife appearsasthat other spaceof dangerand pleasure,introducedto them by the
experiencedcharacterSky Masterson.Havana'snights are,in Guysand Dolls, glamorised
as a spaceof `otherness',at the sametime fearedand desired.Following the strategyof
`neithertoo different nor too similar' deployedby the tourist industry in order to makethe
destinationattractive,Havana's nightlife in Guysand Dolls possesseda new marginal and
adventuroustastecorrespondingto the growing fascinationof thosewho enjoyedthe
wondersof the urban at night. As with the rest of the film, the Havanasequenceswere all
shotin studio sets,including the exterior sequenceby the cathedral,which addedto the
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aesthetic glamorisation of the city. Such glamorisation of the city's night-life has been in
part the work of those many film noir shot in American cities since 1945, where the space
of the night-club and those who frequently visited it or worked in them were either

representedin a threateningor decadentlight, or glamorisedasthat other world at the
marginsof daily-life routine.Nicholas Christopherexplainsthe role of the night-club in
noir film asthis paradox:
Therewas a boom of suchclubs [night-clubsand casinos]in Americancities after
the war, emblematicof the new night life - stylish, flashy, often frenzied.And more
often than not paradoxical:in the noir city, the nightclub can serveasa glittering,
silvery-blackmirror reflectingthe after-hoursdiversionsof the postwareconomic
boom, andat the sametime can appearto be no more than a sordid,gloomy
watering hole for life's losers428
Sky Mastersonasa professionalgamblerandconnoisseurof the criminal introducesthe
spectatorto this underworld,to be finally morally redeemedby the innocent SarahBrown.
However,identification and complicity betweenthe audienceand Sky Mastersonin the
Havanasequences
were establishedto the detrimentof SarahBrown (SeeDVD: Guysand
Dolls tracks).the only characterin the film who doesnot seemto be awareof what Havana
representedfor the professionalNorth Americangambler.The period of time coveredby
thesesequencesis a whole night, until both charactersfly back to New York at dawn.They
are set in threedifferent locations:the surroundingsof the Cathedralareain old Havana,the
interior of a restaurantandthe interior of a night club, or garito -a low-key club with a
mainly Cubanclientele.
in the film can be divided into the two polarities also representedby
The Havanasequences
the charactersof SarahBrown and Sky Masterson.The first introducesthe nostalgic
feelings of the Americantourist for Europe,throughSpanishmusic and architecture.This is
the myth of the romanticcity, embodiedin the striking beautyof the old colonial
architecture.More importantly, it also representsthe puritanism of the SpanishCatholic
Churchand its influence on middle classwhite Cubans,embodiedby the characterof Sarah
Brown. This associationbetweenSarahBrown and the SpanishCatholic tradition in the
city is visually played out during the first Havanasequencearoundthe Cathedral,with the
incorporation of two characters,a widow (dressedcompletely in black showing her catholic
devotion) anda catholic priest talking by the Cathedral'sstairs.Carol Reedalso usedthis
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visual pun in his cinematographicversionof GrahamGreene'snovel Our Man in Havana
(1959) again to comment on the moral paradoxes of the Cuban city.

The second polarity contradicts the first and refers to Havana converted into a paradise of
constant leisure, entertainment and sexual availability for the North American male tourist.
It is also the Havana where there is a bigger African presence, away from the Catholic
church's moral control which otherwise exercised a strong influence on the Cuban white
upper classes- though the characters supposedly representing the Cubans at the night-club
are of Hispanic origin and not black Africans. This Havana is identified with the Sky
Masterson character. Well into the spirit of the 1950s, he is a man outside the moral
restrictions traditionally associated with Christianity. He representsthe new North
American pleasure consumer - morally unsound, though highly glamorous.

Again the film makesuseof a visual pun to emphasiseHavana'sparadoxes:severallottery
numberboardshangon the walls on eachof the different Havana'sscenes,remindingthe
spectatorof the city's gamblingobsession.During the pre-1959years,lottery numbers
would be enlargedand hungoutsidelottery stalls,so prospectivecustomerswould know
whetherthat particular stall hadhis/her chosennumber.Due to the great numberof this
type of stall in Havanafrom the beginningof the twentiethcentury,this imagewas very
common andbecameuniqueto the city. As an image,it cameto standassign of Havana
sinceWalker Evansrecordedit during his first and only trip to the city at the beginningof
the 1930s[Illustration 49]. It is interestingto note that it wasvery rare for a Cubanfilm
shotbefore 1959to make useof this imageat all. If JosephL. Makiewicz was acquainted
with Cubanpolitical upheavalsat the time he madeGuysand Dolls, he wasprobably also
awareof the connectionsbetweenthe CubanNational Lottery, political corruption and the
relations betweenthe Cuban governmentand United Statesorganisedcrime. Looking at
what is now classicalCubanhistoriography,that nearlythirty-year period from the 1930sto
1959was characterisedby political corruption, with the role of the National Lottery and the
Therefore,
dishonestadjudicationof its revenuesas oneof the most controversialaspects429.
the imageryof the lottery numberson the city's walls comesto standfor somethingother
than merely the city's obsessionwith gambling. It was alsoa visual equationbetweenthe
political classin Cuba andthe North Americanpetty criminal, embodiedin the characterof
Sky Masterson.
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Illustration 49. Walker Evans'
photograph of lottery stall in
Havana (1933)

Sky Masterson will be morally `redeemed' at the end of the film, when he renounces his
criminal life. However, it is Sarah Brown's moral fundamentalism that is ridiculed and
challenged in the story. In Damon Runyon's short story `The Idyll of Sarah Brown', the
character of Sarah is far more streetwise and less of a prude than the Sarah Brown of Guys
and Dolls. Abe Burrows, in adapting Runyon's story for Broadway, perversely exaggerated
Sarah's innocence by bringing her to the sexually charged and hedonistic atmosphere of
Havana's nightlife at the time. She needed to shift scenarios for her moral stiffness to be
challenged: what was wrong in New York seems to be right in Havana. Her righteous
attitude appears anachronistic next to Havana's moral relaxation. There is no doubt about
the charged eroticism mixed with the transgressive satisfaction this scene might have
provided for the liberal North American viewer.

Nearly eight years before Guys and Dolls' release, the movie Weekendin Havana had also
promoted the Cuban city to the North American tourist. However, the nature of the
scenarios - also studio sets - chosen to show Havana to its prospective visitors was
completely different to Guys and Dolls. Both films seemedto be addressing two different
types of visitor to the city. Weekendin Havana takes us to the luxury rooms at the Plaza
Hotel, through whose windows one saw the monumental architecture of the Capitolio and
the National Theatre (See DVD: Weekendin Havana: Havana hotel sequence).This is the
sequence where Lisa, the New York shopkeeper on her dream holiday to Cuba, shows her
room to Mr. Constant. In her conversation with the bellboy at the hotel, she asks him to
recommend a nightclub. He talks her out of going to the Meridi, as that is the place where
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"only touristsgo", and strongly recommendsthe CasinoMadrilero: "I've never
beenmyself, but I havenoticedthat guestsfrom the hotel who go there,normally come
back later at night andget up later in the morning". When Mr. Constantsuggeststaking her
to the Meridi, shequickly rejectshis offer with the bellboy's samecomments:"But that's
the club whereall the touristsgo" anddemandsto be takento the CasinoMadrilero. Once
there,the club seemsto be placed in a luxury building. The musicalspectacleis
distinctively of a `Hollywood style', with CarmenMiranda asthe main performer(See
DVD: Weekendin Havana:Club Madrilefo sequence).As in Guysand Dolls, this is an allnight sequencefinishing at dawnwhenboth charactersare transportedto their hotel on the
back of a peasant'scart.
Putting asidethe similarities in the plot, Havana'snightlife presentedin Weekendlacks the
edginessof the garito in Guysand Dolls, its locality. It is a nightlife not too different to the
one enjoyedby wealthyAmericansin the United States.The Cuban womanwho sits next
to Sky Mastersonat thegarito in Guysand Dolls lacks the modestyof SarahBrown and
definitely the modestyof the clienteleat the CasinoMadrileflo in Weekendin Havana.Her
classand her ethnicity allow her to be so.She is understoodto be a sex worker. In any case,
she is the type of womanwho would frequentsucha garito. Sky Mastersonknows of such
placesbecausehe is a criminal and, asin Walter Benjamin's digressionson Baudelairein
Paris at the end of the nineteenthcentury,thereis much in commonbetweenthe criminal
and thefläneur:
Baudelairewrote no detectivestory because,given the structureof his instincts,it
was impossiblefor him to identify with the detective.In him, the calculating,
constructiveelementwas on the side of the asocialand hadbecomean integral part
of cruelty. Baudelairewas too good a readerof the Marquis de Sadeto be ableto
competewith Poe430
What madethe characterof Sky Mastersonat the sametime a criminal andafläneur had
much to do with the reactionagainstthe new industrial society that Benjaminidentifies in
Baudelaire,as `theJldneur who demandedelbow room andwas unwilling to forego the life
It was a reactionthat after a period of wars andrestrictions
of a gentlemanof leisurei431.
was surfacingagain on the other side of the Atlantic. The characterof Sky Masterson
appearsto behaveand usethe languageof a gentleman,a memberof the privileged class,
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though his origins are supposedto reside in the lower classes.These attributes made the
character particularly appealing to the Broadway public. Abe Burrows comments in his
biography Honest Abe how the fact that Sky Masterson was a member of the lower classes
behaving like a dandy would be lauded by the critics as an amusing and attractive feature in
the musical432. Marlon Brando's interpretation of Sky in the Hollywood version
emphasisesthis aspect even more due to his reputation in North America as a star and a
`bad boy' -a privileged man indulging in a life of leisure.

Although it is true thatjust by comparingtwo different films from two different periodswe
could not makeassumptionsregardingthe value transformationsexperiencedby a culture
during that sameperiod of time, I would like to arguethat the changein sensibility shown
by the differencesbetweenthe two films relatesto a shift in the expectationsof the `new
leisure class'. For the world frequentedby Sky Mastersonin Guysand Dolls is an
undergroundworld not evenknown by wealthy and puritan Cubans- apart from those
wealthy Cubansbelongingto the `bohemian'class.Sky Mastersonin Guysand Dolls and
Marlon Brando in real life are cultural andclasstransgressors,`middle classheroes'433
Among thosein the cabarethe is the onewho knows most, and is thereforethe most
powerful. His power residesin his capacityto experiencethe pleasureprohibited to `us' by
social laws, and the onesprohibitedto `others' by economiclaws. If a charactersuchas
Sky Mastersonwas so attractiveto theNorth American andEuropeanspectatorin the
1950s,this was due to a desireto transcendone's own class,to transcendthe social
divisions that stopus from enjoying life to the full - the utopian dreamof a world where
work and pleasurewould not necessarilybe separatedandwherethe conceptof leisuretime
would loseits contemporarymeaning.In North America and Europe,transcendingone's
classwould, in many cases,be equatedwith transcendingonesethnicity by having access
to marginalAfrican-American cultures434InrepresentingHavana,thesecrossmeetings
betweenclassand ethnicity in Cubaare evenmore complex,due to the island'smuch
in the overall population.
higher representationof African descendents
Even thoughmost of Havana'spopulation are classified aswhite, the night-life that was
then characterisedasHavana's `edginess'was nearly alwaysassociatedwith Afro-Cuban
cultural expressions,particularly in music and dance.This was due in part to the actual
spatialand economicsegregationstill existentin Havanaand the rest of Cubaduring the
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1950s. One of the Afro-Cuban dominated spaces,frequented by the male liberal white
middle-classes, was the group of clubs and bars in the area of Playa, also infamous for the
presence of many Afro-Cuban female sex workers. These spaces,such as the Rumba
Palace, had a clientele and staff composed of mainly Afro-Cubans of poor background.
Guys and Dolls gave to the North American spectator a first glimpse of what a Havana
garito was purported to look like. However, it stopped short of representing the `blackness'
of its protagonists. Their Hispanic looks obeyed that Hollywood-promoted taboo against
representing blackness in mainstream cinema. The Havana of Weekend... in 1948 would be
attractive to the North American tourist due to its European cultural hegemony and its
reputation as the place where rich Americans would spend their leisure time. The Havana in
Guys and Dolls, seven years later, responded to a different sensibility: a growing taste for
the culturally different and the exoticism of poverty.

Hundredsof garitos, like the onerepresentedin Guysand Dolls, had alreadybeenor were
flourishing all aroundHavanawhen the threehigh-rise hotelsalong the Malecön were
inaugurated- the Capri, the Riviera and the Hilton. Thesegaritos were frequentedmainly
by Afro-Cubans,and youngmiddle or upperclassCubanand non-Cubanwhite males.
Theselast werealso commonlyseenin brothelsand pornographictheatres.Guillermo
CabreraInfante, Julio GarciaEspinosaand TomasGutierrezAlea were amongthe many
Cubanintellectualswho enjoyedHavana'snocturnal trangressions.
From a cultural point of view, thecorrelationsbetweenwhat was happeningthen in Havana
and what was happeningin many United Statescities are numerous.Differencesare also
carried on with their subsistence
numerous.While the mainly white rural peasants435
routine, the city could afford a vibrant cultural life, quite an importantpart of which would
be staffed by an underprivilegedsectorof Havana'ssociety,now economicallyboostedby
the heavyinvestmentsenjoyedby the city. A whole undergroundculture was nourished
throughthe presenceof Americanorganisedcrime on the island. This is not to saythat
beforethe first importantinvestmentduring the 1940sthis undergroundculture did not
exist. What did happenwas that the cultural andeconomiccontradictionsbetweenHavana
and the rest of Cubagrew ostensibly.The ideological dichotomybetweenthe urbanand the
rural, embodiedin the visual symbolsof the modem and the traditional, the new and the
old, were transformedinto a moral battlegroundbetween`revolutionaries'and `decadents':
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those who believed in the progressive nature of history and the crucial role played by
human action, and those who opted for the utopian belief of a work-free society devoted to
the search for pleasure and, like the European dandy, of beauty. It is important to emphasise
that this division does not necessarily refer to confrontations between different social
groups. They were present at the heart of what has been called the revolutionary forces,
between individuals and, more importantly, within individuals. Many of the musicians,
dancers, performers, writers, photographers, painters and others linked to the Cuban
cultural scene at the time, emigrated from the Cuban provinces to the capital in order to
explore Havana's vibrant cultural life -on many occasions, a life restricted to the
nocturnal436.To most of those artists there was no doubt that such a `Havana Renaissance'
was due to the increasing North American presence in the island through its businessesand
cultural products, primarily Hollywood productions.

For thosewho were againstthis North Americancultural infiltration, the Cubancapitalwas
perceivedduring the 1940sand 1950sto be rapidly moving away from the nationalistic
rhetoric that celebratedthe heroismandindependenceof the island in its struggleagainst
first Spanishand later United Statespolitical and economicdominance. Its
cosmopolitanism,linked to North America's own urbandevelopmentat the time, was
highly resentedby the populationsoutsidethe capital,particularly thosein the poorer
easternareas.Havanaduring the 1950swas revealinga crackin Cubannationalunity. It
broughtabout an insoluble contradiction:while it `represented'Cuba,it was quickly
becomingits `other'. For the 1959Cubanpeasantand supporterof the Revolution,Havana
representedthe evils of a decadentsocietythat tried to imitate the Americanway of life,
sometimesin contradictionto the nationalaspirationsof someof the wealthy, andmainly
Euro-Cuban,ruling groups.However,the importedNorth American way of life was not
equivalentto the Calvinist work ideology still dominantin provincial North America. It
was a Hollywood production -a fictional recreationof theNorth Americanupperclass,its
lifestyle, tastesand aspirations.Hedonismand pleasureseekingactivities were restrictedto
the heterotopicalspacesof Havana,Miami and Las Vegas,where Hollywood's glamour
was recreatedin order to fulfil the cinematicfantasiesof the growing North American
middle classes.Theseclasseswere now wealthier and enjoyedmore leisure time. The
tourist industry after the SecondWorld War had themin mind, while during the 1930sand
1940sits customerswould often be drawn exclusively from amongthe very wealthY437.
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The character of Lisa in Weekend... is a clear example of such a new approach. She is a
shopkeeper who has been able to save for her dream holiday in glamorous Havana something that middle America would have found difficult before the Second World War.
Within Cuba, only Havana's inhabitants would seethe benefits of this growing industry.

If the desireto break free from the hardshipsof rural life broughtpeasantsto the cities,the
dynamicsbetweentherural andthe urbanwereas much cultural as economic.They would
be a responseto what was perceivedasthe Americanisationof the island.The
revolutionarymovementheadedby the 26 of July memberspresenteditself asa national
movement,an anti-imperialist force that would free Cubafrom North American economic
and cultural dominance.This nationalistrhetoric, commonamongthe hegemonicgroupsin
ex-colonisedcountries,had to confront Havana'sapparentaspirationto break free from the
restrictionsof Cubannationalmythologies,held by thosewho defendedthe city's
cosmopolitancharacterandthe modernity of its cultural life. Cosmopolitanismversus
nationalismwould takethe form of the urbanagainstthe rural, the metropolisagainstthe
periphery.
During the daysthat followed the endof Batista's dictatorship,the Havanamagazine,
Bohemia,publishednumerousphotographsrepresentingHavana'scitizensattacking
garitos and gamblinghouses[Illustrations 50 and 51]. In one of the captionsdescribingthe
imagesthenewspaperwrote:
Una mesapatasarriba. Perono es unamesacualquiera.Juntoa ella sepasaban
horasmuchosincautos,tratandode dominarel curso de unabolita, y en ella dejaban
tambienmuchosmediosy dinero,ademäsde horasperdidas,quedebieron

enel trabajoo enel estudioaas
emplearse

[A table with its legs upsidedown. But it is notjust any table. By it there were many
imprudents,trying to dominate thecourseof a small ball, wherethey would leave
amountsof resourcesand money,apartfrom the lost hours, which should have been
usedat work or studying]
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Illustrations 50 and 51.
Photographs of Havana
citizens attacking casinos and
other spacesfor gambling in
the city. Published in Bohemia,
ano 5 1, n. 2, Enero 11,1959.

A working city, where individuals work and study, was now coming to replace the `playing
city' -a city dedicated to others' leisure and unproductiveness - glamorised in Guys and
Dolls and Weekend ... and demonised by the new authorities as a parasite. The Cuban
Revolution was soon represented as the victory of the Cuban countryside over urban
Havana. Enma Alvarez Tabio describes the 1959 revolution as essentially an anti-urban
movement:
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El caräcter urbano que animaba a la utopia Americana, en una civilizaciön
eminentemente rural, es negado por una revoluciön antiurbana que se retrotrae a las
simplezas del falansterio: el `hombre Nuevo' se convierte entonces en una version
del `buen salvaje'.
[The urban character that would inform the American utopia, in an eminently rural
civilization (sic), is negated by an anti urban revolution which retreats to
falansterians simplifications: the `new man' turns then into a version of the `good
savage', ] 439

For Alvarez Tabio, therefore,the rejection of Americanurbanismwas relatedto nineteenth
centuryutopianism,a return to the pre-capitalistnaturalstatedescribedby Rousseauin his
Emile, Ou L'education (1762). It was alsorelatedto the thoughtof socialistutopianssuch
asSaint-Simonor Forestier.The imageof the `good savage'usedby Alvarez Tabio to
describethedominant rural characterof the 1959Revolution relatesto postcolonial
theorisationsof the westernromantisationof the non-westernerby alluding to its preindustrial character- its innocentnatureposedagainstthe moral decadencyand materialism
of the West. This romanticismwas now appliedto the rural andpoor classesin Cuba,who
would be representedasthe victims of North Americanimperialism. However,thoseCuban
peasantsnow heraldedasrepresentativesof the `real Cuba' weremainly white of Spanish
origin. The traditional guajiro has been,accordingto authorssuch asRobin Moore and
Cecile Leclercq,a figure of Cubannationalismsincethe beginningof the first Republic that
hascommonly servedto createa senseof national identity separatedfrom Spainwithout
having to situatethe Afro-Cuban tradition at the centreof this identity"°. Guerrilla groups
enteringtowns andurban centresafter the fall of Batista's governmentwould fashion
themselvesin guajiro hats,with the Cubanflag attachedto them.This imageof the Cuban
Revolution asa peasantrevolt has sincebecomewidely recognisable,fitting the anti-urban
(or anti-Havana)rhetoric describedby Alvarez Tabio above.Raul Corrales' photographof
the rebel army enteringHavanaby horsewas animatedby this samerhetoric [Illustration
52]. After the Revolution,hundredsof peasants,wearingtheir hats,werebrought to Havana
asan act of nationalreconciliation [Illustration 53], apparentlybetweenHavanaandthe rest
of Cuba.However,this figure cannotbe heraldedasrepresentativeof the post-1959
recreationsof the Cubannationalidentity. It did not include an important sectorcalled to
align themselvesbehindthe Revolution: the Afro-Cuban and Euro-CubanHavana
population.As I will explain in the next chapter,the new national discoursesthat came out
of the post-1959negotiationswere intimately relatedto the cultural productionsof the
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Afro-Cuban poor in Havana441,while this image of the guajiro gradually disappeared from
the nationalistic rhetoric.

Illustration 52. Photograhof the Rebel Army with guajiro hatsby Raül Corrales.

Illustration 53. Promotional advertisement
welcoming Cuban peasantsto Havana.
Published in Bohemia, Ano 51, n. 30, Julio
26,1959.

For a long time Havana has been at the heart of these cross-national battles. it is not a
matter of only describing its inhabitants as inserted within the category of the post-colonial
`other', literally and visually defined in opposition to a western society. Nor can we merely
see it as representative of the competitions between the different cultural groups in the
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island.Its `otherness'in this analysisrelatesto its statusasa hedonisticenclave,createdto
fulfil oneof the many aspirationsraisedby the modernurbanutopia: a life lived creatively
onceit hasbeenfreed from the restrictionsimposedby religious morality andthe hardships
of a life dedicatedto work. The aspirationsto turn Havanainto a `productive'city, with the
promiseof its rapid industrialisation,meantthe attemptto removethe centrality of those
economicsectorsthat haddefined it asa `tertiary city' - namelythe tourist sector.Suchan
One utopiawas
attemptwas at the heartof the new authorities'policies in the capital442.
replacedwith another- from the mythical pleasurehaven,Havanamovedto thepromiseof
a future socialistcity, andthe transformationof its citizens- from caterersand entertainers
to urbanworkers.Therefore,the anti-urbanismof the 1959revolutionaryleadersfocused
mainly on the symbolsof the city's nightlife and their `unproductive'character.They
would mainly refer to theprostitution of Cubanwomen andthe spreadof gambling.There
were alsoreferencesto `moral depravities',suchashomosexualityand drug takinga43For a
period of time, from January1959until the closureof the cabaretsandnightclubsin 1968,
the clashesbetweenthe diurnal and the nocturnal in Havanawould result in a prolific and
paradoxicalbody of works, primarily in literatureand cinema.I will dedicatethe next
chapterto identifying the cultural paradoxesand conflicts in this particular group of works
of mainly Cubanorigin.
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Illustration 54. Film still from Guys and Dolls (1955). Garito in Havana.

Illustration 55. Film still from Weekend in Havana (1941) showing the outside of the
Casino Nacional in Havana.
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Illustration 56. Film still from Weekend in Huvana (1941) showing the inside of
C'h(h 19uclwleio.
.

Illustration 57. Film still from Weekend in Havana (1941). Carmen Miranda's
performance at Club Madrileno.
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Chapter VI: Son, Boleros and Rumba. On the Definitions of the `Popular'
(Guillermo Cabrera Infante and Julio Garcia Espinosa)
The eroticism of the city is the lesson we can draw from the infinitely metaphorical
nature of urban discourse. I use the word eroticism in its widest meaning: it would
be pointless to suppose that the eroticism of the city referred only to the area
reservedfor this kind of pleasure, for the concept of the place of pleasure is one of
the most tenacious mystification of urban functionalism. It is a junctional concept
and not a semantic concept; I use eroticism or sociality interchangeably. The city,
essentially and semantically, is the place of our meeting with the other.

RolandBarthes, `Semiologyof the Urban' (1967)
Theright to thecity cannot be conceivedof as a simple visiting right or as a return
to traditional cities.It can only beformulated as a transformedand renewedright
to urban life.
Henri Lefebvre. Right to the City (1967)
This chaptercontinuesthethematic of chapterV regardingthe mythical characterof
Havana'snightlife during the 1950sand how it was re-interpretedafter 1959.This time I
havefocusedon thework of two Cubanauthors,filmmaker Julio GarciaEspinosaand
writer Guillermo CabreraInfante. Havana'snightlife culture influencedandwas reflected
in their work in different ways.However,they shareda view of the nocturnal asthe
heterotopicalspaceand time wherethe divisions betweenhigh and low art could be
transcended.I havecentredthis analysisprimarily on CabreraInfante's novel Three
TrappedTigers (1964) andGarcia Espinosa'sfilms Cubabaila (1963) and Sono no son
(1977). Havana'snightlife is presentedhereoutsidethe simplistic `goodversusevil'
polarities establishedby the new Cuban authoritiesand the mainly Miami-baseddissident
groups". Neither `decadent'nor `luxurious', neither `exploitative' nor `paradisiacal',
Havanaat night appearsas a sourceof innovation and,more importantly, asthe spaceof
encounterbetween`others'. The cultural manifestationsand exchangesoccurring in these
documentsreflect the tensionsand negotiationsbetweengroupsand individuals peculiar to
Havana'surbanity and its development.Both authors,Garcia Espinosaand CabreraInfante,
often put the emphasison the influence of the traditional cabaretgenrein the cultural
productionsof the city. Garcia Espinosapresentedcabaretasan expressionof `popular
culture' in oppositionto the formal and ideologicalhomogenisationcoming from `mass
cultural' productions.For CabreraInfante,it is Havana'scultural nightlife, expressedin the
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cabaretform, that would function asthe temporaland spatialconstraintwithin which
artistic innovationwas possible.Both authorsare also Euro-Cubanintellectualsfrom
middle classbackgroundswho positionedthemselveswith respectto the transformations
initiated by the 1959Revolution.The significanceof their productionswithin the scopeof
this analysisresidespreciselyin this positioning,what madethemsimilar andwhat
different, as a casestudyof the cultural conflicts that markedthoseyears(mainly the
decadeof the 1960s)amongindividuals who camefrom very similar backgrounds.I have
also includedother cultural documentsfrom the sameperiod andprecedingperiodsthat
exemplify the historical and socialcontextwithin which theseauthorswere producing.
In 1961,the painterSabaCabreraInfanteandcinematographerOrlandoJimenezLeal
produceda very short documentarythat soonbecamethe reasonfor the first importantrifts
amongthe Revolution's cultural leadership.The documentarywas titled PM standingfor
PostMeridian, alluding to the exclusivelynocturnal characterof its images.It wasjust a
seriesof documentaryimagesshowing a group of Havana'scitizensenjoying a night out in
the city aroundthe areasof Havana'sport and Playa(SeeDVD: PM). The film madeit to
CubanTV that sameyear thanksto the interventionof oneof the authors' brothers,the
writer Guillermo CabreraInfante,who was then the director of the magazineLunesde
Revoluciön'. This film's innovativecharacternot only residedin its `free-style' (handheld camera,absenceof voice-overand coherentediting),but more importantly in its
unusualsubject.Until that point CubanTV and cinemahad never shownthis side of
Havana:the more marginal nocturnal life running parallel to the main tourist centresin the
city. However,the ICAIC - by then the institution with sole control of the film industry in
the island- deniedpermissionfor the documentaryto be shownin the cinemahousesof the
city. The refusal of this institution to issuethe permissionmeantthat the film could not find
any other opportunity for public screeningandthe film nevermadeits way into the Cuban
cinemas.Its representationof a still enticing and marginalnocturnal life in Havanawas
consideredinappropriateby the new cultural authoritiesand denouncedasideologically
againstthe principlesof the 1959Revolution.Michael Chanancollected Alfredo Guevara's
version of this issuein his essayTheCubanImage.Alfredo Guevarawas at the time
director of the ICAIC and hadbeena decisivefigure in the polemics aroundPM
censorship.On thesepolemics Guevaraexplainedto Chanan:
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"We knew, " says Alfredo Guevara, "through our intelligence services, that we were
going to be invaded. So there were the mobilisations of the people, the creation of
the militia, the military training, the civil defence. In this heroic climate there
appeared a film which did not reflect any of this. It showed the Havana of the lower
depths, the drunks, the small cabarets where prostitution was still going on, [... ]
PM, in only fifteen minutes, showed a world inhabited by the mainly black and
mulatto lumpenproletariat. Obviously it wasn't made out of feeling of racial
discrimination, but the presentation of these images at this time was nonetheless
446
questionable".

To thesecommentsby Guevara,Chanansumsup adding: `In short,it presentedblack
peoplein roles associatedwith the stateof oppressionfrom which they werein processof
liberation. 447It was,therefore,the representationsof Afro-Cubansin their associationwith
the nocturnal life of the city that was usedasan excuseto censorthe film in Havana's
What was `questionable',accordingto Guevara,was that Afro-Cubanswould
cinemas448.
appearnot asheroesandworkers, but as lumpenandparasitic.As I explainedin an earlier
chapter,the increasingdemonisationof Havana'snightlife during thoseyearswas crucial to
thejustification of the whole revolutionaryprocess.As the tone of PM was hardly one of
condemnation,its releaseanddistribution by the ICAIC449would have contradictedthe
new government'shistorical rewriting of what Havanarepresentedbefore the adventof the
revolutionaryprocess.At the sametime, therewas a whole sectorof Havana'spopulation,
including the thousandsof immigrantsfrom the easternareasof the island,who were
willing participants,as staff or customers,in this nocturnallife, and who had enjoyedthe
relaxationof the moral rules at night-time. This is not to imply that suchmoral tolerance
would also apply to the political arena.The political repressionexercisedby Batista's
dictatorshipwould meanthat sucha relaxationof moral ruleswas not translatedinto its
equivalentset of new political liberties, suchasracial and genderequality or freedomto
A documentarysuchas
expresssexualorientationwithout the threatof socialrepression450.
PMwould havebeenequally denouncedby the political and cultural powersprior to 1959.
However,so long asit did not threatenthepolitical statusquo, its existenceand diffusion
would not have beenperceivedin the samelight. The authorsof this documentaryknew
that the conceptof individual freedompromotedby the new political powers,and
451,did not coincide
with the
particularly Che Guevara'swritings on the `new man
aspirationsof an important socialminority, tightly immersedin Havana'surbanity.
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In oneof his lastaccountsof theseevents,GarciaEspinosa,who had a crucial role in the
censorshipof PM asone of the main authoritiesin the ICAIC, interpretedit as a conflict
betweenthosetrue revolutionaries,in the Marxist senseof the term, andthosewho were
However,what seemedto be at stakewas more relatedto the type of
just reformists452.
urbanitythosenow in chargeaspiredto and its contradictionswith what was alreadythere.
Guillermo CabreraInfante madea very short accountof this affair in his collection of
essaysMea Cuba453In the English versionhe entitledthe chapterdedicatedto PM as `P.M.
MeansPostMortem', alluding to the end of Havana'snight-life ashe hadknown it at the
end of the 1950s.This shortdocumentary`wasconvertedinto a document'ashe explained
in this essay,a documentthat testified to the existenceof a dying world, one that had
characterisedHavanauntil then.
As YolandaIzquierdo explainsin her work Acosoy Ocasode Una Ciudad (Harassment
and Sunsetof a City), it was theprohibition of PM that promptedGuillermo Cabrera
Infante,brotherof SabaCabrera,to write his narration `Ella CantabaBoleros', which later
would becomethe novel ThreeTrappedTigers.First publishedin Spainin 1967,this novel
hasbeenseenby many asa celebrationof Havana's `moral decadency'during the 1950s.
The socialdecadencydescribedin the novel was for Havana'scritics relatedto the
permissivecharacterof the city's nightlife which consisted,asI arguedin ChapterIV, of
the two main tradesthen associatedwith North American organisedcrime: gamblingand
the sexindustry. However,Three TrappedTigers doesnot focuson them, althoughthey are
mentioned.The novel can be seenasa kind of obituary, respondingto CabreraInfante's
urge to documentHavanaas it was.The final versionwas publishedwhenCabreraInfante
had alreadyexiled himself in Europe,after having first worked asthe director of the new
Film Institute and - following the applicationof official censorshipto other cultural
for the Cubandiplomatic body in Brussels.In his
productions- as a cultural attaches
chronology,publishedin the final versionof Three TrappedTigers,CabreraInfanterefers
to the creativeprocessesthis novel underwentbefore reachingits actualform:
[el manuscrito]ya en galerasy rechazadopor la censuraespafiola.La procedencia
de esterechazono le impide ver queel libro esun fraude,que cuandolo compuso,
su oportunismopolitico, una forma de ceguerapicaresca,pudo masque suvision
literaria -y seentregaal revisionismoantirrealista,rescatandoa los verdaderos
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heroes del lumpen de entre el maniqueismo marxista: completa 777', devolviendo al
libro no solo su titulo sino su intenciön original. 454
[The manuscript] now in galleys and rejected by Spanish censorship. The origin of
this rejection did not stop him from realising that the book is afraud, that when he
composed it, its political opportunism, a kind of blind picaresque, was dominant
over its literary vision - and he dedicates himself to an antirealist revisionism,
rescuing the real heroes of the lumpen among Marxist Manichaeism: he completes
T7T, giving back to the book not only its title but also its original intention. ]
Those true lumpen heroes mentioned in the paragraph above are the ones who lost their
autonomy during the unifying political processesof the revolution. Robin Moore describes
how, after the closure of the casinos and the dramatic decreaseof tourism, the numerous
cabarets and nightclubs of Havana got into financial difficulties in the same year as the
Revolution. The new authorities reacted by nationalising them and putting their
management under a newly created state institution: the National Institute of Tourist
Industries (El Instituto Nacional de la Industria Turistica, or INIT)455

Havana'snightlife, asdescribedby CabreraInfantein Three TrappedTigers,was
populatedby bolero singers,musicians,dancers,writers, sexworkers,photographers,
wealthy touristsand aspiringactressesand models.They meetand befriend eachother,visit
different cabarets,casinosandclubs until dawn, their languageand behaviourbeing the
456
result of this nocturnalintoxication The choiceof the word lumpento describethem
works as an ironic commenton the industrialisingaspirationsof the revolutionaries,now
led by the CommunistParty. CabreraInfantemadeuseof a Marxist term to describean
insoluble contradiction.Havana'sinhabitantswere a type of proletarianhardly imagined
457
revolutionaryin traditional Marxist literature
The Revolution's first cultural crisis only apparentlyendedwith Fidel Castro'sspeech
`Palabraspars los intelectuales'(Wordsfor the Intellectuals) in June 1961458,
which meant
the isolationismof all thoseintellectualsand artistswho criticised the new system's
For
interventionsin the cultural life of the island as an attack on their freedomof speech459.
Cabrerainfante, it was mainly the attackson the nocturnaland the new system'saspirations
to control and constrainit that would meanan impoverishmentof the city's cultural life and
its final reductionto political propaganda.CabreraInfante's literary work after his final
move to London had the Havanahe knew during the 1950sasits main protagonist.This
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obsessive recreation of nocturnal Havana can be seenas much as a product of his condition
as an exile in another city as of his attempt to rescue a world he thought to be in extinction.

The first city CabreraInfantechoseashis residencein exile was Madrid. It was therehe
decidedto revisethe morepoliticised versionof ThreeTrappedTigers.The Madrid he
found gavehim a glimpse of what a city without a nocturnaldrive might look like. In 1960s
Spainthere were alreadysignsof a relaxationof the repressivemoral rules imposedby the
military dictatorshipof FranciscoFrancounderthe ideologicalleadershipof the Spanish
Catholic Church.However,Madrid's nightlife was still non-existent,asthoseplaceswhere
moral codescould be challengedwithout fear of repression,such asnightclubsand
cabarets,were absentor existedclandestinely.The novel Tiemposde Silencio(1962) by
Spanishwriter Luis Martin Santos,describessuchisolation of Madrid at night during the
military dictatorship.In this novel, it is in the clandestinebrothelthat men had the only
opportunity to meetwomenfreely46oFor CabreraInfante, a self-confessedsexpredator,it
is this lack of sexuallyliberatedwomen that denotesMadrid's moral stiffness:
1966: Semudaen Madrid, de la vecindaddel Museodel Pradoa la alegreribera del
Manzanares,peroestamudadano le impide ver quevivir en Madrid eshabitar el
46'
patio de un convento-y nuncaha tenido fantasiassexualescon monjas
[1966: He movesin Madrid,from the neighbourhoodof Museodel Prado to the
Happy ManzanaresRiviera, but this movementdoesnot stop himfrom seeingthat
living in Madrid is to inhabit a conventbackyard- and he has neverhad sexual
fantasies about nuns.]
His final place of exile was London,which he contrastswith Madrid in this same
chronology,alluding again to women's moral statuswithin the city:
Es veranoy el Swinging London acabade comenzarsu balanceocarnal.Sequeda
tan encantadocon aquellavision - el espejismode un harenen medio del desierto
domestico- de muchachasinglesasdesveladascontrastandocon las mujjeres
462
madrilefas casi veladas,que decideescogerLondrescomo su hfibitat.
[It is summerand SwingingLondon hasjust begunitsfleshy swing. He is sopleased
with that sight - the mirage of a haremin the middle of the domesticdesert- of
young English girls revealedin contrastto Madrid's womennearly veiled,that he
decidedto chooseLondon as his habitat.]
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In Cabrera Infante's interpretation, it is women's visibility that seemsto determine the
degree of moral leniency enjoyed by a city. During the 1950s,their visibility at night as coparticipants in the nocturnal festival, principally as workers but also as customers, would be
one of the major breakthroughs in terms of the strict gender divisions in Havana. It is this
experience of living in other cities as an exile - and the vivid contrast he found between
Madrid and London - that made him rethink his life in Havana, freed from the filter of his
previous political affiliations. The result was a literary recreation of the cultural dynamism
brought about by Havana's nocturnal growth.

Yolanda Izquierdo'sanalysisof ThreeTrappedTigershas asits focusHavana'smusical
sceneduring 1957-58asrepresentedin thenovel. According to Izquierdo,the characterof
`La Estrella', an Afro-Cuban bolero singerat the marginalnightclubs,exemplifiesthe
bohemianclassin Havana:`El bohemiosecaracterizapor sumarginalidady por su
indefinicion como clasesocial' (The bohemianis defined by his marginality and by his/her
ambiguity as social class).However,it is the spatiallocation of this bohemianclassthat is
more relevantto thepurposesof this study.With the exceptionof Tropicana:
Todas las calles, clubs y cines que aparecenen la novela -y cuya enumeraciön seria
demasiado prolija - estän localizados en el sector situado en las calles Ly 23 (La
Rampa) de El Vedado, que comprende principalmente, las calles M, Ny0, y las
paralelas a 23.463

[All thestreets,clubs and cinemasthat appearin the novel- and whose
enumerationwould be too prolific - are locatedin that sectorbetweenthe L and 23
Streets(La Rampa)from El Vedado,which consistsprincipally of theM, N and 0
Streets,and all theparallel streetsto 23.]
The significanceof thesespatialconstraintsin the narrationalludesto the historicity of that
particular sectorof Havana,La Rampa,which had beenhighly developedduring the years
precedingthe 1959Revolution.This areais situatednearly on the borderthat separates
CentroHavanafrom El Vedado.El Vedadoas a whole, dueto its architecturalinfluences
and the closelinks of its inhabitantswith North America, functionedassign of the
progressiveAmericanisationof the city andof wealthy Cubans'aspirationsto emulatetheir
American counterparts.
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During the years in which the narration in Three Trapped Tigers is set, this area was a
commercial centre with numerous shops, cinemas, restaurants,cabarets and nightclubs
oriented towards the tourist population4M. In 1958 the promotional documentary El
Broadway Habanero was shot, showing a car trip along La Rampa, while a voice-over
described its development as a sign of Havana's modernity and economic upheaval. It also
shows the interiors of hotel rooms, luxury restaurants and cabarets. This documentary was
addressedto the Cuban spectator as proof of the economic successfacilitated by Batista's
government and its connections with North American businesses.However, Cabrera
Infante's nocturnal narrations take place in the basements,beneath this first layer of North
American economic expansion. His scenarios differ from that predictable imitation of
Hollywood glamour, visually representedby La Rampa. The main characters in the novel
visit those low key clubs and cabarets that had sprung up as a result of these economic
developments. Among the main characters we find the writer, the photographer and the
bolero singer - the literary, the visual and the musical that complete the nocturnal urban
borders that separatehigh art from low art. It is
spectacle, now free of those restraining
through the encounters between different social groups, divided mainly by class and ethnic
boundaries, that Cabrera Infante describes Havana's modernity in connection with the
North American urban modernity at the time. These encounters would happen nearly
its heterotopical time.
exclusively during the nocturnal urban spectacle and

In ThreeTrappedTigersthe nocturnal experienceis presentedasunique.No Havananight
is the sameasany otherbecauseit did not correspondto the cyclical repetitionsof daily
routine. A night happensat once.Nocturnal time contradictsthe twelve-hourdaily linearity
that takesus from morning to midday andthen afternoonto evening.In the passagebelow,
he describesa consecutiveline of eventssupposedlyoccurring from the beginningof one
night to dawn.However,by insertinga time referent,we are promptedto believe that only
half an hour haspassedbetweenevents:
I
I
split becauseI had to get to bed early, which wastrue, and we
... so said must I, Havana
and on my way back I thought of La Estrella but I
returned,Rine and to
didn't sayanything not becauseit was uncannybut becauseit was unnecessary.
Anyhow, when we got to the centerof town which is La Rampaof courseand we
got out to have a coffeeand soto bed, we met Irenita plus somenamelessfriend of
hers who werejust leaving Fernando'sHigeawayand straightto be so we invited
them to go to Las Vegaswherethere wasn't a show or a chowcitoor anythingby
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now, only the jukebox and some very distant relatives so we only stayed there for
about a half-hour drinking and talking and laughing and listening to some unknown
records and it was almost dawn when we took them both to a hotel on the beach465
The temporal references in this paragraph, the lack of punctuation allowing for
uninterrupted narrative, and the disaffection in which events are related have a distinctive
cinematographic quality: events unfold without the emotional introspection of the author.
Cabrera Infante's literary approach to Havana's nocturnal transgressions has that cheerful
resignation of those who seethings passing by their eyes without being filtered through
their diurnal morality. His account of Havana's nightlife during the 1950s has no victims,
or oppressors - only and alternatively, entertainers and entertained. Those who join the
city's nocturnal life will, at some point, fulfil each of those two roles and feel they belong
to this world as fully entitled nocturnal citizens. This description of the nocturnal as a
holistic spectacle, where everyone is at the same time spectator and spectacle, is
exemplified in the following paragraph:

But first, with theexcusesof my kind audience,I would like to welcomesomeold
friends to this palaceof happiness Ladies andgentlemen,tonight we are
...
honouredby one famousandlovely andtalentedguest ... la bella,gloriosa,famosa
estrella del cine, madmuaselMartin Carol! Luces,luces?Miss Carol, tendria la
amabilidad ... ? Gracias,muchasgracias, senorita Carol! As they sayin your
language,Merdsi Bocü
(Asyouhaveseenmydearaudienceitisthevisitofthegreatstarofthescreenthebeautifulgla
morousMartinCarol!) Lessbeautiful but asrich andas famousis our very good
friend and frequentguestof Tropicana,the wealthy and healthy(he is an early riser)
Mr. William Campbell,thenotorious soup-fortuneheir and world championof
indoor golf and indoor tennis (andother not so mentionableindoor sports- ha ha
ha!). William Campbell,our favourite playboy! Lights (Thank you, Mr. Campbell),
lights, lights! Thanks somuch, Mr. Campbell!Thank you very much!
Mister Campbellelfamosomillonario
(Amableypacientepüblicocuanoes
herederodeunafortunaensopas)«
MadameMartine Carol andMr William Campbell-in the novel they are not really the film
star and the soupmillionaire, theyjust happento havethe samenames- becomepart of the
spectacleand they are introducedassuchto the Cubanspectatorand performers.The
constantcinematographicreferencesin the novel havemuch to do with this
transgression.CabreraInfante's memoriesof Havanaarerelatedto the
spectacle/spectator
city as spectacle,a spectaclethat had its origin in the cabaretgenreasthe cultural setof
The nocturnal is representedas
artistic inter-disciplinarity andsocial andpolitical satire467.
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the spatial and temporal dimension where the cultural scene of the city emerges and
develops. In Havana's case, the particularities of this cultural scene had music and dance as
their central focus, due primarily to economic reasons: the tourist industry on the island
would mainly promote musical manifestations as they were the ones demanded by North
American tourists. However, Cabrera Infante's record of this cultural renaissance- with the
form of the Bolero468as one of its achievements- relates more to what it meant to the
intellectual working in Havana, as well as his or her creative achievements469.In Three
Trapped Tigers Cabrera Infante uses different city-slangs, according to who is speaking. At
times, the writing draws from the tradition of Bolero's lyrics. On other occasionshe uses
the distinctive languages of different Cuban authors. This eclectic exercise seemsto be
founded in the belief that the cultural life of the city, including literature and cinema,
dependsnot only on the encounter between different disciplines, but also between the
different groups cohabiting in the city itself.

As CabreraInfantenarratesin Three TrappedTigers, Havana'snocturnal spectacleacted
asthebattlefield wherethe different cultural andsocial groupsmet and,on occasion,were
reconciled.However,in his writings there is neverthe suggestionthat the city asa whole
embodiestheutopia of the culturally diverse.Suchreconciliationwould happenonly at
night, within the safebordersof the nightclub or cabaret,andwould be a fragile and
temporarychallengeto the gender,sexual,classand racial inequalitiesexperiencedby
Cubansat the time. From 1965to 1967470,
whenthe new Cubangovernmentdecidedto
arbitrarily arrestand imprison all thoseaccusedof `homosexuality',prostitution andthe
euphemisticallytermed`deviantconduct', it was mademanifestthat Havana'snocturnal
transgressions
were the real challengeto the constructionof the `newman' asimaginedby
the new rulers. CabreraInfanteexplainedit in theseterms: `Theywere dissidents...
Dissidentsto that petty bourgeoisie'smorality that givespriority to the institution of the
family'471.As CabreraInfanteunderstoodthem, they representedthe other frustrated
revolution, the one designedto overcomethe moral hegemonyof the family, once
economicand cultural dependencyon the United Stateswere removedfrom the island.
In his 1996novel, Ella CantabaBoleros(SheWould Sing Boleros), CabreraInfante
alludesnostalgically to the pre-revolutionarytimes when he waspart of the groupof
intellectualsand artistsliving in Havanawho would dreamof a new Cubancultural
171

renaissanceunder the influence of European and North American filmic avant-gardes. His
description of an encounter with Titön, the affective nick-name given to the Cuban
filmmaker Tomas Gutierrez Alea, reads as the lament of a man who has been betrayed by
his best friend:

PerocuandoregresöTitön de Italia, convertidoen un cineastadiplomado,hablando
de Romay de ruinas[... ], pudedecirle,conocedor:«Estrerumfacta pulcherrima
Habana«y ensenarlea e1,un nativo mi Habanaviva.

Estamuestrade La Habanainvisible pars Titön, exiliado en su casacon supiano y
sus patentes

[... ]472

[But when Titön came back from Italy, turned into a certified filmmaker, talking of
Rome and ruins [... J, I could tell him, knowledgeable: «Est rerumfacta
473
pulcherrima Havana<< and show to him, a native, my live Havana

[ .I
Thisrevelation of the invisible Havana to Titön, exiled in his housewith his piano
and his inventions...]
The `Habanaviva' that CabreraInfanteclaims to have shownto one of the most important
Cubanfilmmakers of the Revolutionis presentedasa revelation.The hiddencity never
known to GutierrezAlea appearsasthe other to Rome,the eternalEuropeancity from
which the filmmaker drawshis traditions (andthe mentionof his piano is alsoa reference
to this cultural distancefrom thoseother cultural traditionspresentin Havana).The fact
that GutierrezAlea went to Italy to learn the theoreticaland technicalpreceptsof the, then,
Tit6n
very influential, Italian neo-realismacquires,therefore,a significant meaning474.
looks at Havanawith new eyes,the eyesof a neorealistfilmmaker trying to representhis
city in a completelydifferent manner-breakingwith the clichesand Hollywood
mannerismspractisedby his predecessors.The 1959Revolutiongave him the opportunity
to do so,with the financial andpromotionalsupportof the CubanState.La muertede un
burocrata (1966) andMemoriasdel subdesarrollo(1968)were definitively setin another
However,
city, far from the Hollywood recreationsof a North Americanplayground475.
thesepost-1959films also showthe director's Europeanizationand his alienationfrom
Havana'snocturnal life, expressedby CabreraInfante in the paragraphabove.In the
openingsequenceto Memorias ..., wherethe imageof Afro-Cubansdancing is equated
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with the idea of underdevelopment (see Chapter IV), resonateswith the polemics around

PM. Nocturnal life appearsasthe site of the criminal andthe Afro-Cubanswho inhabit it as
its lumpen class.
The Cubanfilmmaker Julio GarciaEspinosapresenteda much more complextake on the
city's nocturnalandcultural life. Although ideologically alignedto the 1959Revolution,he
madea film in 1977called Sono no son, containingreferencesto that Havananightlife
spectaclebecomingextinct, in a very similar tone to that usedby CabreraInfante in exile.
Someof the Cubandissidentgroupsliving in Miami haveexplainedthe lack of distribution
However,Garcia
of this film in Cubancinemasasanothercaseof official censorship476.
Espinosain his interviews with Michael Chanan,contestedthis interpretation477In his
.
versionof events,the film was neverfinished and thereforecould not reachthe main Cuban
film theatres.He admittedshowingit only to a small groupof friends andexperts.
However,we should explorewhy this film andits lack of distribution in the main Cuban
theatreswould be understoodby someasa threatto thepolitical powerof the Cubanruling
groups.Politically, the closureof many of the cabaretsandnightclubsthat had sprungup in
the city, thanksto the touristic boomof the 1950sandthe existenceof a groupof now
unemployednight entertainers,was associatedwith the marginalisationof that social
minority classifiedat the time as `deviants'or practitionersof `improperbehaviour'. Such
improper behaviournot only refersto sexualpracticesoutsidethe heterosexualcouple,but
would alsoinclude all thosewho did not conform with the post 1959revolutionaryrhetoric
of the `new man', that `heroicrevolutionary' describedby CheGuevaraasthe ideal social
type in a truly socialistcountry478.
The cultural traditionsrecoveredby Julio Garcia Espinosain Sono no son were commonin
the city's cultural life prior to the revolutionaryperiod. However,they rarely sharedthe
samespace.`High Art' forms mingle with the more `popular',traditionally associatedwith
Havana'snight-clubsand cabarets.There is poetry, classicaltheatre,dance,stand-up
comedy,popular dancessuchasthe sonto which the title refers,cabarettroupesand
cinematographicdrama.Garcia Espinosapurposelylooked at the musicaltradition in
Cubanfilmography in order to shootthis film. Films shotin Cubabefore the 1959
Revolution,regardlessof the nationality of their productions,had only represented
in
mainstreamcabaretspectacles,suchasthose shownat the Parisienneor at the Tropicana.
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On the screens, only performers of European origin479would be representedand in a style
borrowed from the Hollywood traditions. However, separations between African and
European cultures in Cuba are highly problematic. For the intellectuals and artists of the
`left', such as Garcia Espinosa, the problem consisted in a matter of recognition: popular
music and other artistic manifestations had in many casesoriginated from the cultures
brought by the ancestors of the Afro-Cubans. There were, and still are, a very high
proportion of Afro-Cubans among the poorest sectors of the Cuban population. The
separation between popular culture and high culture in Cuba was as much a question of
race as of social class. Popular cabaret, in contrast to the so-called firs-class cabarets480,
was quite often `staffed' by Afro-Cubans, who would also constitute an important
proportion of its clientele, particularly at the low-key garitos481.

Questionsof nationalidentity, popularculture andcultural differenceswithin Cubantheatre
hadresultedin figures suchasthe trilogy of `el gallego', `el negrobozal' and `la mulata', a
humoristicallyrepresentingthe birth of the CubanNation:
three-charactertheatre-spectacle,
the Spanishemigrant,the African descendentof slavesandthe mixed race woman.This
cabarettradition in Havanawasdepictedby Enrique PinedaBarnet in his 1989film La
Bella de Alhambra,alluding to its racistconnotations,being the African characternormally
representedby a white man, whoseface hasbeenpaintedblack and who would speakand
behavein a stupid manner.This theatricalfigure, who would make fun of the African as
much asthe Spaniard(thedistinctive Galician accentand outfit were synonymouswith
provincialism andrural naivety to the criollo population),cameto function asa negative
metaphorof the Cubannationalidentity. The figure of 'la mulata' would be its `positive',
alwaysstandingfor the ideal of the Cuban Nation. She would invariably be a sexually
forward woman,a femalenation containingboth the African and the Spanishmale
`seeds
'482.However,in cinematographytheserepresentationswere very rare.Afro-Cubans,
playing themselvesor being parodiedby a white person,hardly ever appearedon screen
and referencesto Afro-Cuban elementsin Cubanculture would normally refer to the idea
of the African asprimitive, irrational and sexuallyexcessive'.
Before the foundationof the ICAIC in 1959,Cubancinematographicproductionswere rare
and unoriginal - in many casesthey were co-productionswith Mexico or Argentina,
countrieswhich enjoyed strongerfilm industries.Although they werenot musicals,their
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musical numbers were abundant and would normally play a central role. There existed
close links between the Cuban cabarettradition and these films. What is more, both
industries would normally share the same economic interests as the tourist industry. Most
of the musical numbers were shot in the interiors of Havana's luxury cabarets and
nightclubs, many of them situated inside the newly erected hotels. A film such as Estampas
Habaneras, made as early as 1939, successfully equated the diversity of Havana's musical
scene with the distinctiveness of Cuban national identity, constituted by the cultural
traditions brought by the city's criollos and immigrant populations. This film was shot at a
time of extreme social tension, after the political upheavals of 1933 and while the city was
still experiencing important waves of immigration from Spain and the easternparts of the
island. It was also a time when North American cultural influence was consolidating its
hegemonic role over the Spanish, due to the now total control of the Island's economy by
However, this film, in part thought to alleviate the social tensions
American businesses484.
brought about by the changing circumstances of Cuban's main urban centre, refused to
embrace openly such cultural dominance by the United States.

Social apartheidand subsequent
racial tensionswere thereforepart of the historical context
in which an apparently`innocent' film such asEstampasHabanerascontributedto later
associationsof the city of Havanawith the symbolsof the national.The relevanceof such a
film was the fact that it representedone of the first timesbefore January1959when
questionsof racial differencesand contributionsof Afro-Cubansto the constitutionof a
Cubannational identity were approachedin mainstreamcinema.
In the following passage,a cinemacritic in Havanadescribedthe Cubancharacterof oneof
the main musicalnumbersequencesin the film in the following terms:
Rodriguezy suconocimientodel sentidocriollo. La ejecuciönde los nümeros
musicalesa cargode A. Ma. Romeu,seflordel danzön,que nos ofreceuno de sus
mayoresexitos y de la nota de maxima cubanidada una de las principalesescenas
del film, que su hijo y su esposade esteseencargande completarbailändonosel
cläsico danzöntat Comoes.... Despu6squeel simpatiquisimo y formidablebailarin
excentrico `puppy' Campillo, diem una cömicay desbaratadainterpretaciöndel
danzön.El esplendidocoro que cantsy baila el Ilenko Ilembe, danzade Gilberto
Valdes, en que figuran como solistasMaria ReginaRivero y Alfredito Valdes, 485
...
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[Rodriguez and his knowledge of the criollo sensibility. The execution of the musical
acts by A. Ma. Romeu, master of the danzön, who offers us one of his biggest
successes,giving the character of high cubanity to one of the main sequencesin the
film, that his son and wife will complete by dancing the traditional danzön...
Afterwards, thefantastic and veryfunny dancer, excentric 'puppy' Campillo, gave a
comic and chaotic interpretation of the danzön. The marvellous choir who sings and
dance the Ilenko Ilembe, dance of Gilberto Valdes, where the dancers Maria Regina
Rivero and Alfredito Valdes appear,.. ]
A contemporary reading of this review, in comparison with the sequencesit uses as its
referent, gives us an understanding of the cultural battles characteristic at the end of the
1930s in Havana. Where Afro-Cubans are represented in this film, they, firstly, occupy a
different space to Euro-Cubans: the main characters look through a window that separates
them from the space occupied by black Cubans or merely stand by the door without
entering the different room486.Secondly, they are representedperforming a supposedly
African dance, the Ilenko Ilembe, which was a reinterpretation of the `sanitised' exoticism
practised at the time by Hollywood when bringing non-white cultures to the screen (See
DVD: Estampas Habaneras: representations of Afro-Cubans). Neither the music nor the
dance in this sequencecorresponded to the reality of Afro-Cuban cultural manifestations at
the time, still practised in the black-only spacesof the city and practically barred from film
representation487.However, by including black Cubans and, though distorted, their cultural
manifestations, this film aspired to reach its Afro-Cuban audience in order to include them
in the national rhetoric of the time. At the end of the sequence,the Mexican and Galician
characters are shown an Afro Cuban altar with the explanation that differences in form do
in
not count as differences content and, therefore, Afro Cubans' religious practices
correspond to the same religious faith as that of their white compatriots: Catholicism. The
Mexican and Galician react with laughter, finding the altar amusing. A black man standing
by the other side of the door stares gravely at them, having taken offence. The Mexican and
the Galician respond fearfully, while the white Cuban with them expresseshis disapproval.
This scene was supposedto send a complicit nod to the Afro-Cuban audiences, making
them feel part of the patriotic celebrations played out in the film. It was also an attempt at
reconciliation, implying that the racist and ignorant attitudes brought by the new white
be resolved in peaceful cohabitation through mutual
emigrants into the city could easily
differences. However, identification by black audiences
understanding of each other's
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could not be possiblewhile their cultural manifestationswere eitherdistortedor `sanitised'
or otherwiseappropriatedandrepresentedon the screenby white artists.
The critic who wrote the above review, probably only aware of the dominant Spanish
traditions in the island, describes the performance by the dancer Puppy Campillo as a
`comic and chaotic interpretation of the danzön', a type of dance practised at the time by
the mainly white and wealthy groups in Cuba (See DVD: Estampas Habaneras: Puppy
Campillos' performance). In reality, Puppy Campillo was parodying Afro-Cubans
performing488.Even though Afro-Cubans very rarely made it to the screen, they performed
often in the city's main clubs and cabarets, as musicians and dancers. According to Robin
Moore and Rosalie Schwartz, the overrepresentation of Afro-Cubans in these performances
was mainly due to the North-American visitors' demand for 'authenticity '489.However,
such `authenticity' had much to do with what had happenedin Paris during the 1920s, the
stereotyping of a supposedly `primitive' African culture into cultural forms that would
conform to such expectations. Petrine Archer-Straw, in her book Negrophilia from 2001,
comments on how Afro-American performers would play out these stereotypes in order to
obtain recognition:

Although it may havesuitedwhite Parisiansto believe that the blackswith whom
they associatedwereauthenticAfricans, this was usually far from the case.These
blacks, eagerto enterwhite society,accentuatedthe more entertainingaspectsof
their culture by exploiting their abilities to sing anddanceandto appearcomical; at
the sametime they alsodiluted their `otherness'in orderto gain acceptance.The
blacks with whom Paris flirted twisted themselves`outsidein' to meetthe needsof
490
white audiences.
To illustrate her point, sheinsertsa photographof JosephineBaker,adoptinga very similar
position to that of Campillo in Estampas[Illustration 58]: `Josephineplays the `homegirl'
country bumpkin. Twisting her body into a posethat looks more animal than human,she
crossesher eyesin stupefiedmock innocence.9491
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Illustration 58. Photograph of Josephine
Baker performing the character of
`bumpkin'. Published in Petrine ArcherStraw's Negrophilia: Black Culture and
Avant-Garde Paris (2001)

This similar type of stereotyping of Afro-Cubans and Afro-Americans was hardly
surprising because, since the beginning of the city's tourist industry, the high-key cabarets
and night spectacles in Havana catered mainly for the North American market. However, as
Robin Moore explains, this influence worked two ways. Afro-Cuban-influenced musical
forms had been already popularised abroad by Cuban musicians and dancers and had been
taken on by Afro-American performers492.

By January 1959, Afro-Cuban artist Benny More was already internationally renowned and
a national symbol, and living proof to Afro-Cubans that social recognition was possible at
least in the musical field4.9; For the 1959 leaders, the inclusion of Afro-Cubans within the
revolutionary process was essential, and recognition of their contribution to the constitution
494
of the Cuban nation, through new cultural policies, became one of their first objectives

Son o no son was created in 1977 as part of the cultural debate regarding national identity
initiated by the 1959 Revolution (See DVD: Son o no son). As a musical drawn from the
traditions of the Cuban cabaret, it had as referent the Cuban filmography prior to January
1959, with films such as Estampas Habaneras (1939) or Sucediö en La Habana (1938). In
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collaboration with Cuban composer Leo Brouwer, the film can also be seen as an attempt to
claim the Afro-Cuban aspectsof Cuban popular culture, as exemplified by its music and
dances. The following synopsis was written by Garcia Espinosa in order to justify the
relevance of the film in the cultural processesinitiated by the 1959 Revolution:

El Son esuno de los generosmasautenticosy popularesde la müsicacubana.
Tambienla palabrason,en espafiol,es la tercerapersonadel plural del verboser.
De ahi que el titulo de la pelicula Sono no son resulte,en otro idioma, diflcil de
entenderen sudoble significado.Estejuego de palabrasexpresael sentidoesencial
de la pelicula. Sono no son no espropiamenteuna comediamusical. Sin embargola
müsicay la comediaestänpresentesen todo el film. Son o no son trata de decir en
broma algunascosasqueresultanmuy serias.La pelicula comienzamostrandoel
ensayode una comediamusical.Ante las dificultadesque presenta,paraun pais
subdesarrollado,hacerun musicalal estilo de Hollywood, el film präcticamentese
interrumpey proponeunaSeriede reflexionessobreel tema,sin perdersucaräcter
humoristico.Los espectäculos,
el tine, la radio, la television, los comics,esdecir,
todos aquellosmediosrelacionadoscon la llamadacultura de masas,son
cuestionadosen su faseactualde banalizaciony deformaciönde las culturas
nacionales.Sono no son es finalmenteun llamado a nuestrosartistasparahacerde
estosmediosun use masautenticoy verdaderamente
popular.495
[The Son is one of the most authentic and popular genres in Cuban music. Also, the
word son, in Spanish, is the plural third person in the verb to be. That is why the
title of the film results in another idiom, difficult to understand in its double
meaning. This word-play expressesthe deep meaning in thefilm. Son o no son is
not exactly a musical comedy. However, music and comedy are present in the whole
film. Son o no son tries to joke about very serious matters. Thefilm starts showing
the rehearsal of a musical comedy. Because of the difficulties that an
underdeveloped country faces when trying to create a musical in Hollywood style,
thefilm is practically interrupted and proposes a series of reflections on the subject,
without losing its humoristic character. The spectacles, cinema, radio, television,
comics, in short, all the media related to the so called mass culture, are questioned
in its trivialisation and misrepresentation of national cultures. Son o no son is
finally a call to our artists to give to this media a more authentic and popular use.]

This first explanationof the objectivesandmeaningsof the film fitted GarciaEspinosa's
ideologicalstandin thepost 1959cultural debateregardingthe role of the artswithin the
He defined this role in his essayPor un cine imperfecto,
revolutionaryprocess496.
mentionedin ChapterIV. At a time when nationalfilm industriesin Latin Americawere
strugglingto survive due to the overwhelmingadvantagesof North Americanproductions,
Garcia Espinosadefendedthe Revolution's attackson Cuba's economicdependenceon the
United States,asthe first opportunity Cubanfilmmakers had of developinga national
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cinema industry outside Hollywood's cultural monopoly. A national cinema meant, in the

first instance,a more `authentic'and `popular' cinema:
El artepopular no tienenadaque ver con el llamadoartede masas.El artepopular
necesita,y por lo tanto tiendea desarrollarel gustopersonal,individual, del pueblo.
El artede masaso paralas masas,por el contrario,necesitaque el pueblo no tenga
lo haganlas
gusto.El artede masasseraen realidadtal, cuandoverdaderamente
de
hoy
dia,
Arte
hacen
masas.
masas,
en
esel arteque
unospocosparalas masas.
El artepopular esel queha hechosiemprela partemäs inculta de la sociedad.Pero
estesectorinculto ha logradoconservarparael arte caracteristicasprofundamente
cultas.Una de ellasesque los creadoresson al mismo tiempo los espectadores
y
viceversa.... EI arte culto, en nuestrosdias, ha logradotambienesasituaciön.La
gran cuota de libertad del artemodernono esmäsquela conquistade un nuevo
interlocutor:el propio artista. Estasituaciönmantenidapor el artepopular,
...
conquistadapor el arteculto, debefundirsey convertirseen patrimoniode todos.
Esey no otro debeserel gran objetivo de una cultura artistica autenticamente
revolucionaria.
Peroel artepopular conservaotra caracteristicaaün mäsimportantepara la cultura.
497
El artepopular serealiza como una actividadmäsde la villa.
[Popular art has nothing to do with the so-called mass-culture. Popular art needs,
and therefore tends to develop the personal, individual taste of the people. An art of
massesor for the masses,on the contrary, needs the people to be tasteless. A real
art for the masseswill happen only when it is truly done by the masses.An art of
masses,nowadays, is the art made by a few for the many....

Popular art is the onetraditionally madeby the un-educatedsectionsof society.But
this un-educatedgroup has managedto keepfor the arts highly cultured
characteristics.Oneof themis that creatorsare at thesametimespectatorsand
vice versa.... Cultured art today has also reachedthis point. Thehigh levelof
freedom in modernart is really the conquestof a new interlocutor: the artist
himself/herself.... Thissituation maintainedbypopular art and conqueredby
modernart mustblend and becomethepatrimony of everyone.That is the objective
of an authenticallyrevolutionaryartistic culture.
However,popular art maintainsanotherfeature evenmore importantfor our
culture. Popular art is exercisedasjust another life activity.]
Therefore,Garcia Espinosaequatespopular art's fusion with life with modem, andmainly
European,art's achievement:an art that hasstoppedbeing at the serviceof the ruling
groupsto now servingthe interestsof the individual who createsit. Only that in an
`authenticallyrevolutionary artistic culture' thosewho createwill be everyone:the masses
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as a whole. Popular art and modern art are equatedto real life, while mass culture is
described as just alienated ideology, constituting the polarity `popular culture = authentic'
versus `mass culture = inauthentic'. Loyal to his Marxist background (as a member of the
Communist Party of Cuba), Garcia Espinosa would equate mass culture with the ruling
economic groups concentrated in the United States. Mass culture in this context has as its
objective to perpetuate the ideological justification of United States' cultural domination
over Latin America. Hollywood would present as `natural' what is just `ideological' by
hiding from the spectator the technological character and visual conventions of film

9s
practice,the technologicalperfectionthat givesthe impressionof `naturalism' in cinemaa
In what sensedoesSon o no son work asa visual essayexemplifying suchtheorisations?It
doessoby equatingthe popular in Cubawith its cabarettraditionsand giving to the film
the artificial look and actingcharacteristicsof the cabaretgenre,particularly those
developedin Havana.The film is setin the Tropicanacabaret,locatedin the neighbourhood
of Marianao,probably themost famousCubanvenueinside and outsidethe island. Son o
no son,in its temporaland spatialdiscontinuitiesandruptureshas a night-time quality,
althoughit was set andshot during daytime. Its cabaretform - the different actsfollow each
other without narrativecontinuity - alludesto the influencethat this genrehasalwayshad
on Cubanmusic, danceand cinema.It was thoughtof asa visual and musicalessayon
Cubanpopular culture and asa recognitionof the centralrole that Afro-Cubanshaveplayed
in its constitution. However,if it is true that sucha task was taken over by theintellectual
and artistic groupsin the island in accordwith new governmentcultural policies, the fact
that GarciaEspinosachosethe cabaretgenreto carrythem out explainsthe unsettled
groundon which the film cameto land.Most of the cultural forms deployedwere not those
commonlyassociatedwith that classified asAfro-Cuban `folklore' by the new cultural
authorities:mainly traditional rumba, anddancesderived from Santeriaand Abakuä
Even thoughsomeof themdrew from thesetraditions,they were
religious rituals499.
Together
developmentsof the cabaretandclub culture of a tourist-orientatedHavanaSO°.
with theseforms, GarciaEspinosaalsoincludedthe tradition of cabaretstand-upcomedy,
with the presenceof, at the time, well-known Cubancomedians.
In his conversationswith Victor Fowler, Garcia Espinosaventuredanotherexplanationfor
Sono no son, allowing for a veiled criticism of the government'scultural policies at the end
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of the 1960s.Although his films and writings havenormally beenpositionedas
ideologically on the sideof thosein powerafter 1959,this film seemsto relateto Cabrera
Infante's celebrationsof the nocturnalandits expressionof the cabaretgenre.
Son o no son es tambien un producto de mi obsesiön por el cabaret. En 1968
...
organizo un espectäculode cabaret en el hotel Habana libre pars los asistentes al
Congreso Cultural de La Habana. En Marzo de esemismo ano cerraron los cabarets.
Se entendi6 entonces que bares y cabarets estaban aglutinando al lumpen y
estimulando el ocio y la bebedera mas allä de lo que las fuerzas de un pais
subdesarrollado podian permitirse. Pues el caso es que se acab6 el show.... Y asi iria
surgiendo la idea de Son o no son. Es decir, que altos despues haria el film que,
como td sabes, se desarrolla en el escenario del cabaret Tropicana, pero un
Tropicana de dia, sin afeites, sin plumas ni lentejuelas, invitando a una reflexiön
sobre la cultura popular. Y es que siempre he pensado que, en nuestro pals dado su
fuerza musical, el cabaret debe estar llamado a ser jerarquizado artisticamente pars
que juegue un papel determinante en nuestra cultura y, en particular, en el desarrollo
de nuestra müsica popular.50'
[... Son o no son is also a product of my obsession with the cabaret genre. In 1968 1
organised a cabaret spectacle at the Habana Libre Hotel for the audience at the
Havana Cultural Congress. In March of that sameyear all the cabarets were
closed. It was understood then that bars and cabarets were gathering the lumpen
and encouraging idleness and drunkenness beyond what an underdeveloped country
could afford. Thefact was, the show was over... And that is how the ideafor Son o
no son was born. I mean, years later I made the film that, as you know, is set at the
Tropicana stages, but a daily Tropicana, without the perfumes, the feathers, the
sequins, inviting a reflection on popular culture. I have always thought that, due to
the musical strength of this country, the cabaret must be artistically raised in order
to play a fundamental role in our culture and particularly, in the development of
our popular music.]

Although Garcia Espinosarefusedat the time to criticise openly the decisionto close
Havana'scabaretsand clubs, his interestin the cabaretgenre,as an expressionof what he
understoodby popular culture, compeledhim to covertly defy sucha decisionby bringing a
cabaretspectacleto the screen,and by setting it in the symbolic spaceof Tropicana.
SymbolicbecauseTropicanacameto representHavanabeforethe socialchangesbrought
aboutby the revolutionaryprocess,the economicand cultural splendourof its nocturnal
life. As in CabreraInfante's explanationof events,Garcia Espinosausesthe term lumpento
describethe antisocialbehaviourthe governmentwas attemptingto repressthroughthe
suspensionof the city's nightlife. It is true that the abovecommentscould havebeen
understoodprimarily asjustification of the government'spolicy - an attemptto understand
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the motivesthat led not only to the closureof cabaretsandnightclubs,but alsoto theban
on rock music,asthe music of the `imperialpowers'. However,they are also a sign of the
cultural battlesbeing fought at the time betweenthosewho sawsuch lumpenasthat
underclassof unproductiveand idle social `parasites'nurturedat night, and thosewho
believedit to be an importantsourcein thedevelopmentof new forms of culture. Neither
the closureof cabaretsandnightclubsnor the ban on rock music lastedfor long. The
absurditiesof suchpolicies,which put the Cubanregime at oddswith the 1968flourishing
of the EuropeanandNorth Americanleft groupsandtheir identificationwith the new
young culturesmeantthey were easily dismissedafter a few months502
In 1995,after the renewalof Havana'stourist promotion which encouragednew revivals of
the cabaretculture during the 1950s,Garcia Espinosatheorisedagain on the subject:
Hay una baseviva que continuamanifeständoseya la cual sehaceimprescindible
concederleel mäximo de importancia.Estänlos bafflesy estänlos centrosnocturnos
o cabarets.Focos,en nosotros,todaviapotencialesde un actovivo. Ni unosni otros
puedenconcebirsecomo zonasdondeel pueblo acudea disipar el cansancio.Unos y
otrosdebenseescenariosdondeel pueblo seexpresey seaexpresado503
[There is a living foundation which still manifests itself and to which we must
concede high importance. They are the festivals and the nocturnal centres or
cabarets. Focus, among us (sic), still possibilities of a living act. Neither of them
can be conceived as zones where the people go to rest their tiredness. Each of them
must be the spaces where the people express themselves and are expressed.]

The expression`el pueblo' is the equivalentto `the people' in English, a genericterm that
within the rhetoric of the left, essentialisesanddifferentiatesthosein positions of power,
particularly economicpower, from the rest, asif this `rest' was a unified category.In his
earlier film Cubabaila (1962), shotwhile many of the 1950snightclubs andcabaretswere
still openin Havana,Garcia Espinosahad alreadyvisually contrastedwhat he definedas
the popularwith the then understoodelitist cultural manifestations,such asthe salondances
and music,commonamongthe wealthy white groupsin the city. Cuba baila504was
supposedlyset in the yearsprior to the 1959events.However,it addressedthosewhite
middle classgroupsstill residenton the island after the revolutionary economicchanges
and who resistedthe possibleloss of their ethnic and classprivilegessosThe protagonists,a
family of white Cubansof low economiclevel, are divided by their ethnic andclass
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loyalties. The wife wishesto imitate the lifestyle andcustomsof wealthywhite families,
without being able to afford them.The husbandlooks for refugein the spaceswherethe
mainly poor black groupsmeetandexpresstheir culture. The sequenceshot inside oneof
the many small night-clubsexistentat the time in the areaof Playa, showsa spectacleof
Afro-Cuban music and dance,being enjoyedby a mixed clientele- Afro-Cubans,EuroCubansandNorth Americantourists(SeeDVD: Cubaballa). The presenceof a sexual
worker anda coupleof North Americantouristsalludesto the pre-revolutionarymoral
decadencyof the city. However,the vibrant energyof the spectacle,a type derived from
traditional rumbaperformedby an Afro-Cuban dancer,works asa positive contrastto the
moral stiffnessof the island's wealthy groups,previously showndancingto a classicalvals
in a luxurious environment.The opensensualityand forwardnessof the dancerat the
cabaretcomesto representthat expressionof the popularthat GarciaEspinosaclaimed as
`thespaceswherepeopleexpressthemselvesand are expressed'.However,in Cubabaila,
the city spacethat comesto epitomisea more integratedconceptof the popular is not the
cabaretsin Marianao,but the outsideentertainmentareaof La Tropical, a spacededicated
mainly to daytimepopulardance,with a bigger mixture of Afro-Cubansand Euro-Cubans
belongingto the lower socialgroups.This is how Michael ChananinterpretsCubabaila:
Here the film comescloseto suggestinga different paradigmto neorealism,that of
the French PopularFront films of the 30s,where songsand dancingalso play an
importantand positive role in portraying the social cohesionof the popular
506
classes.
CabreraInfante's celebrationof Havana'snightlife before eventsin January1959,did more
thanjust recognisethe cabaretgenreas an expressionof the `popular', (whateverthat term
comesto mean).In his account,thesewere the spaceswherehe could `transcend'the moral
constrictionsof his origins,his provinciality507.What he defined as `thereal heroesof the
lumpen' were thosewho challengedsuchideologiesat night, while hiding andconforming
during the daytime.Cabaretsand nightclubswere not only spacesfor the expressionof the
popularbut also the spacesfor sexualandpolitical contestationby a minority. Being
`revolutionary' and revealingthe `popular' were not part of this nocturnallumpen's
objectives.Their aspirationwas to openspacesout of the diurnal moral tyrannies:a life
dedicatedto work and family. This was the casebeforeand after the 1959revolution. The
differencewas that the economicand social reformsintroducedby the new government,
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their insistence on the construction of a self-righteous society at any time and in any place,

a criminal offence.
madesuchtransgressions
In the post-1959 cultural struggles in Cuba - once North American economic influence was
removed - the debate stopped short of challenging the moral hegemony of those
proclaiming the family and the national state as the basis of Cuban society. In short, any
attempt to shake the moral grounds of such ideology, particularly within the arts, would
meet with censorship and repression. The city of Havana was the main ground where such
battles were fought. Cinema and literature came to the rescue of a genre threatened by
extinction, which could not continue to develop under the new political circumstances.
Havana had been represented as the city of cabaret and nocturnal transgression. Those who
talked about North American and Cuban society's moral decadency managed to associate
Havana's nightlife with the criminal, a significant aspect of that `capitalist' society the
socialist revolution was supposedto suppress.As a consequence,the criminal together with
the nocturnal `disappeared' from most of the post 1959 representations of the citysos

Another set of images that became emblematic of 1950s Havana were made by the Cuban
documentary photographer Constantino Arias. His most representative work was produced
in two emblematic spaces:the National Hotel in Vedado and the Rumba Palace in

As the official photographerthroughoutthe decadeof the National Hotel and
Marianao509.
the cabaretin its basement,The Parisienne,he managedto leavea very extensive
photographicarchiveof probably the most elitist hotel in the city at the time. Thereare
shotsfrom the casino,portraits of its most famousguests,(mainly wealthyNorth
Americans),imagesof the white-only performersandentertainersat the cabaretwith its
alsowhite-only clientele [Illustration 59]. At the sametime, he would often go to the
cabaretsand night-clubsin the areaof Playa,whereperformersand clientelewere
predominantlyAfro-Cubans.Among his imagesof the RumbaPalacethere are several
showingthe timbal player Chori, oneof thebetter-knownAfro-Cuban performersat the
time, togetherwith Benny More. Many of the intellectualslater promotedby the new
authoritiesascultural leaders,would frequent `El Chori', the RumbaPalaceand the other
similar night-clubs andcabaretsin the areaof Playain Marianao[Illustrations 60 and61].
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Illustration 59. Constantino Arias' photograph
of North American tourists in Havana (1950s)

Illustration 60. Constantino Arias' photographs of women at the Rumba Palace
(1950s)
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Illustration 61. Constantino Arias' photograph of `E1Chori' and
others at the Palace Bar (1950s)

As I explained before, exposure to and knowledge of Afro-Cuban cultural expressions, was
an essential condition of their political affiliations among white left-wing intellectuals and
artists in Cuba. The apartheid policies of the city's tourist industry were mainly attributed
to the North American economic powers in the island by those who took over power after
1959. Euro-Cubans who were ideologically against segregation visited those spaceswhere
the presence of black Cubans in the city was predominant. However, the other main reason
why there would be white males in these spaceswas sexual accessto black women. Garcia
Espinosa scripted in 1978 the documentary La Rumba directed by Oscar Valdes. In this
documentary he alluded to the origin of the concept rumba in Spanish as a term that
designates `una mujer de rumbo', a wandering woman (See DVD: La Rumba). As it is
again explained

in Valdes's documentary, the name rumba is a generic term that, in Cuba,

refers to a diverse group of Afro-Cuban dance and musical expression (among them, the
better known guagancö). This association between the spaceswhere Afro-Cubans would

197

gather at night and the sexual availability of black women has been a constant in the
s1o
perceptions of the white Cuban middle and upper classes.

Thephotographtakenby Arias of Afro-Cubanwomen sitting and standing,while enjoying
the spectacleat the RumbaPalace,would seeminnocentlybanal if it were not for this
associationbetweenrace,nightlife andthe sexindustry. However,that they were sex
workersis just an assumption.It was inconceivablefor the white andblack upperand
middle classesat the time that womenwho werenot sexworkers shouldbe in suchplaces
on their own, exposedto male gazesandadvances.Thesewomenwould normally be
cataloguedas `prostitutes'evenwhentherewas not evidenceof sexualtrade.
The sequencedescribedabovein Garcia Espinosa'sfilm Cubabaila was shotin one of
thesenight-clubs in the areaof Playa.According to Garcia Espinosa,the lack of
identification of the main characterwith what is going on in the club, his feeling of being
`out of place' in the spacesdominatedby the Afro-Cuban poor, is key to understandingthe
11.As he
dynamicsin this sequence.This feeling `out of place' is in part autobiographicals
hasalso commented,before 1959,he would often go to placeslike `El Chori' but asa
512.
spectator,a client, not asa participant In my interview with Garcia Espinosahe calls the
spacehe would normally visit in Playa, `El Chori'513insteadof the `RumbaPalace'.Both
namesrefer to that samespacewhereConstantinoArias took the aboveimages.The
documentaryPM also includesimagesfrom this nightclub, with an older-looking `Chori'
performing [Illustration 63]. The famousnight-clubsandcabaretsin the Playaareawere
also linked to the slumsof Las Yaguas,describedin the secondchapter.For the white male
Cubanwho would attendthem in searchof musical andsexualdifference,it was the
For Garcia Espinosa,they were also the spaces
equivalentof enteringa `foreign' land514.
This characterisationof
where `authentic'popular music in Havanawas then developing515.
Afro-Cuban's cultural expressionsas`authentic'by Euro-Cubansrelatesto the same
exotisationof Afro-Americansby the white, andmainly wealthy,Europeansat the
beginningof the twentieth century- an exotisationthat Archer-Strawdefinesas
`negrophilia':
The processof `othering' allowedboth partnersto act out myths and fantasies.For
whites, the negrophiliacrelationshipprovided a spacefor rebellion againstsocial
188

norms. They naively considered blacks to be more vital, more passionate and more
sexual. Their fantasies were about being different, even about being black. Living
out these ideas involved `getting down' with black people. No social evening was
complete without black musicians and dancers. ... For some whites, the fantasies
went beyond `high jinks and dancing' and involved flaunting taboos by dating
blacks. 16

In the caseof Cuba,it wasthe searchfor a sexualencounterwith Afro-Cuban womenthat
would take many Euro-Cubanmen to thenight spacesin Marianao.The mythology of the
Spanishman and theAfrican womanmeetingand falling in love asthe metaphorical
origins of the Cubannation hasbeenplayedout recently by mainly Spanish-CubancoHowever,examplesof what this relation in Cubahavebeenlargely based
productions517.
on - power, rapeand exploitation,particularly during the timesof slavery- arepractically
Also absentis the taboothat existedduring a long
absentfrom Cubancinematography518.
period on the sexualitybetweenthe white womanand the black man in Cubaandnearly
everywhereelse wherethe institution of slaverywasprominent.
Thesespaceswherethe axesof racial, genderandclassdifferenceswould crossand
becomevisible asan urbanity constitutedby conflict andexclusionare the onesGarcia
Espinosadescribedin Cubabaila. The film's conclusion,with the entire family and their
guestscelebratingthe daughter'sfifteen yearsat La Tropical, is that by eliminating such
axes,particularly thoseassociatedwith classand racial differences,the conflict would also
disappear,leaving spacefor the constitutionof a new type of urbanity. As in Memoriasdel
subdesarrollo,Cuba baila was an attemptto describea presentin the processof extinction.
However,thosewho were missingfrom theserepresentationsof Havana'ssocial groups
were the Afro-Cuban middle-classes.What accordingto Moore was a more radical measure
than the nationalizationof the cabaretsandnight-clubs,was the closureof what hadbeen
until then Cubans' main spacesfor socializing,the `sociedadesde recreo' (recreational
societies).However,not all of themwere closed.The governmentallowed someof those
basedon ethnicity to continue:societiesof SpanishGallegos,Asturians,alsothe ones
formed by Jewsand Arabs.However,the govermentclosedthe sociedadesde color
(societiesof colouredpeople),such asAtenasand Minerva, which had beensincethe
beginningof the century,the main gatheringspacefor successfulAfro-Cuban
professionals.The Cubanauthoritiesallegedthat thesesocietiesencouragedracial
divisions, explainingthat wealthy Euro-Cubans'private clubs,such asthe HavanaCountry
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As thesewere societiesbasednot only on `race' but alsoon
Club, had also beenclosed519.
`class',their existencecontradictedthe socialistideologyof thosenow in power. In orderto
initiate a cultural policy that would reconcilethe ideologiesof nation and socialism,they
focusedon the poor Afro-Cubans520
Those recreational spacesof poor Afro-Cubans in the area of Playa described above
disappeared together with the slums of Las Yaguas, at the end of the 1960s.The (at least)
apparent end of the sex industry in the island after 1959 and the searchfor loyalties among
poor blacks by the new ruling groups, meant a shift in post-1959 perceptions of AfroCuban cultural expressions.According to David Brown, the creation of the National
Folkloric Group (Conjunto Folklbrico Nacional, CFN) and popularisation of their
spectacleswere evidence of this shift. Performers at CFN were mainly Afro-Cubans from
forms such as Afro-Cuban
poor backgrounds who had been practising traditional cultural
drumming, singing and dancing (Rumba, particularly the Guaguanc6, Santeria and Abakuä
music and dance, and others) for a very long time, often as part of Afro-Cuban religious
rituals. Brown argues that `forms' were there, but definitely not their previous religious and
philosophical content. This `folklorisation' of the Afro-Cuban belief systems, apart from
proving the new authorities' disregard for this knowledge, also helped to remove from these
traditions those aspectsthat would clash with the social unity new cultural authorities were
521

trying to create.

Overall there was the assumption,following from the Marxist educationof thosenewly
predominantin the cultural sector,that thepoor classeson the island formed a homogenous
andcoherentcultural group.The argumentfollowed that, taking the conceptof classfrom
the Marxist literatureasa factual determinantin the productionof culture, onceclassesare
eliminatedor integratedinto just oneclass-group,the nation's cultural unity would be
possibleonceand for all. It would alsomeanthe end of racist attitudesamongwhite
Cubansand,therefore,discrimination againstAfro-Cubans.The `popular' asdescribedby
Garcia Espinosa,was immediately associatedwith the Afro-Cuban.However,this
Cubannation hadbeenformed
associationstill containedthe myth of mestizaje:that the
throughthe encounter,exchangeandmixing betweenAfricans, Europeansand,at a lesser
scale,the island's indigenouspopulationprior to the conquest.In La Rumba,Garcia
Espinosaand OscarValdesemphasisedthis cultural syncretismbetweenSpanishand
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African traditions (See DVD: La Rumba: Opening sequence). In this documentary,
commercial rumba, the one often shown in Hollywood films, is described as `inauthentic'.
`Authentic' rumba is shown as the one exclusively practised by the Afro-Cuban poor in
Havana and Matanzas522.The latter is upheld as an expression of national popular culture,
the former as a product of cultural imperialism. Rumba is here understood as a syncretic
dance form that had taken and transformed the style of the traditional Spanish rumba. This
is the aspect that makes it Cuban and not just West African. However, it is a form very
rarely practised by Euro-Cubans. According to Yvonne Daniel, it was the most promoted
dance form after 1959, against two other forms most popular among whites and blacks:
conga and son523.In her analysis, this was due to the fact that it fitted more easily with
socialist ideas, against the individualistic nature of the other two524.However, it is in its
relation to the cultural forms of Spanish immigrants from the poorest sectors of society
during the nineteenth century that made it more adequateto the discourses of mestizaje in
the formation of the Cuban nation. Many of those cultural forms representedin Cabrera
Infante's novel Three Trapped Tigers and Garcia Espinosa's film Son o no son belonged to
a different narrative. They were forms that, as in the case of the commercial rumba, had
been intimately associated with Havana's particular development during the 1950s. This
was a narrative based more on diversity than synthesis. Far from adding to the study of
cultural syncretism in Cuba, the documentary La Rumba seemed to have as its agendathe
integrationist policies of the new authorities. At the end of the documentary, the narrator
expressesthis intention: `La Rumba es una forma de ser del cubano. La Rumba no es algo
que solo bailan algunos cubanos. La Rumba somos nosotros. Todos nosotros' [La Rumba is
an expression of being Cuban. La Rumba is not just something that only a few Cubans
dance. We are La Rumba, all of us] (See DVD: La Rumba: closing sequence).
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Illustration 62. Film still from PM(1961)

Illustration 63. Film still from PM (1961) showing `El Chori' playing at the nightclub
also called `El Chori' in the area of Playa in Marianao.
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Illustration 64 Film still from Son o no son (1978). Dancers

Illustration 65. Film still from Son 0 flo sun (1978). Act-jai view of Tropicana
Cabaret.

193

Illustration

66.1-ilm still Iloin ýonnr.i nu son (1978). Comedians

Illustration 67. Film still from Son o no son (1978). Leo Brouwer talking about the
different popular music forms.
similarities between
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Illustrations68 and 69. Film stills from La Rumba(1978). The `authentic'and `inauthentic'
rumbas.
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Chapter VII: The American City: Havana 1933
who am I
that Igo again through the streets, among `orishas
through the dark and corpulent heat,

amongschoolchildren reciting Marti,
amongthe cars, the hiddennichesof the streets,
thesummerscreens,into thePlaza of thepeople,
amongthe blacks,through the `guardacantones'
through theparks, the old city,
the old, old neighborhoodof Cerro,
and my cathedral and myport
Here I say again: love, attributed city

Nancy Morejön, `Love, Attributed City' (1964)
Only the analysis of relations of inclusion-exclusion, of belonging or not
belonging to a particular space of the city enables us to appreciate these
phenomenafor a theory of the city.
Lefebvre, Henri. Writings on Cities (1996)

In this final chapterI discussthe relevanceof the imagesthat the North American
photographerWalker Evanstook of Havanaduring his three-weekstayin the city in
Walker Evanswas oneof the initiators of the type of urbanphotographythat
1933525.
helpedto visually constructthe characteristicimageof what hasbeencalled the `American
City'. I have focusedon Evans' recreationsof the urbancontextprevalentduring the
decadeof the GreatDepressionin the United Statesand how they compareto what he
choseto representof Havana.
My focus is on theseimages' role in the photographicrecreationsof the `Americancity', as
forming part of the imageryusedduring the following decadesin constructingthe United
in
States'national narratives.I havetried to retain the indexicalcharacterof theseimages526
order to understandthe context in which they were taken:particularly the cultural context
in Cubaand the United States.At the sametime, my analysisalso attemptsto elucidate
what madeEvans' Havanaan `Americancity' andwhat divergedfrom it at the time. Some
of Evans' imagesfrom his Cubaserieslater acquiredstatusasworks of art and were
insertedinto the tradition of the `documentarystyle' in photographyandthe visual arts in
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Europe and North America527.This last chapter focuses mainly on one photograph, Citizen
Downtown Havana, an image that in its contemporary reception visually plays out many of
the utopianisms described in earlier chapters. Even though this image was taken in 1933
and, therefore, preceded many of the other documents analyzed in this thesis, it speaksof
the continuities in the discourses on the city not only across periods but also between both
the Cuban and the United States' national projects.

The Havanaserieswas the result of a commissionacceptedby Evansin 1932to illustratea
book entitled TheCrime of Cubaby North American political writer CarlestonBeals. Beals
was a left-wing authorwith closeties to the CommunistPartyof North America andwith
an interestin theeconomicandcultural impact of United States'dominanceover Latin
America. He had alreadyvisited Mexico andwritten a similar essayon United States'
in the centralAmerican country528.The Crime of Cuba
interventionandits consequences
was an attemptto denouncethe United States'supportfor the then dictator of Cuba,
Manuel Machado,in order to consolidateand extendthe economicdependence
of the
Therefore,Walker Evanshad ashis missionto documenta crime,that of the
island529.
of United States'policies. However,asI shall explain,
misery of Cubaasa consequence
Evans' intentionsregardingthe possibilities of the photographicmediumin orderto
describeurbanchangeandmodem life also influencedthe outcomeof this project.
Before traveling to Havana,Evanswas alreadywell connectedwith New York's
intellectualcircles aswell asvery influencedby the Europeanavant-gardes.The avantgardismof Evans'sfirst imagesof New York's new architectureresidedin a
straightforwardformalistic link with Europeanmodernismin the visual arts (cubism,
futurism and,particularly the Russianavant-gardes),with modemartists alsousing
photographyprofusely [Illustrations 70,71 and72]. What he imitated was these
movements'emphasisupon thetechnologicalappearanceof the developingcities of
Europeand theUnited States,wherethe new urbanity andthe idea of modernity associated
30
with it appeareddependenton and equatedwith new technology5
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Illustrations 70 and 71. Laszlo Moholy-Nagy's
Notre Dame de Paris (1925) and Aleksander
Rodchenko's Untitled (1926-1927)

Illustration 72. Walker Evans' Brooklyn
Bridge (1929)

It was after coming into contactwith the work of the FrenchphotographerEugeneAtget,
that Evans distanced himself from his first stylizations of the photographic and fascination
for the technological as a formal problem531.At the time he photographed Havana, Eugene
Atget was already recognised among the intellectual groups in Europe and the United
States as a precursor of the new artistic possibilities opened up to the photographic532.Even
between 1926 and 1927, at a time when Atget was still taking
though Evans studied in Paris
it
he returned to New York and began to take his
photographs of the city, was not until
he came into contact with Atget's images of Paris533
photographic career seriously that
[Illustrations 73 and 74].
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Illustrations 73 and 74. Eugene Atget's images of Paris during the 1920s
In 1932, just before Evans traveled to Cuba, Walter Benjamin's essay entitled `A Small
History of Photography' discussed the differences between the pre- and postindustrialisation of the medium, later supporting the crucial role Atget had had in the
reconsideration of the photographic within the visual arts, through the Surrealist group in
Paris. He argued that it was thanks to Atget's `achievements that Surrealist photography
sets the scene for a salutary estrangement between man and his surroundings. ' 534The
`surroundings' were the modernity of Paris, and its accelerated transformation, which had
led the Surrealists to describe themselves as `Le PaysansParisiennes', the peasants of Paris,
in the title to his Parisian essay53sAlthough these images
as Aragon would explain
were
Surrealists
in
Paris
and Evans in New York felt that they testified to
only ten years old, the
a world in the process of extinction. However, for Evans and other photographers working
in the United States during the 1930s, Atget's images of Paris had different connotations to
the ones drawn by the Surrealists. According to Alan Trachtenberg, what Evans found in
Atget was the realization of the specificity of the medium in the urban context of `so-called
When, for example, Evans entitled one of his photographs of New
advanced countriesX536
.
York's new architecture New York in the Making537[Illustration 75], there was implicit the
American city was still a project in construction, in contrast to the
notion that the North
European urban centres such as Paris and London. Atget's
already historically charged
images recorded what was bound to disappear through urban change.
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Illustration 75. Walker
Evans' New York in the
Making (1929)
However, in his photographs there was not only the vanishing of an old world but also the
absence of a new one, then developing on the other side of the Atlantic. Such lack was not
exclusively due to the absence of new architecture, but to the specificity of New York's
cultural development538,a city made of relatively new immigrant groups, each upholding
the specificity of their different cultural backgrounds. However, Evans' documentary
account of what he thought of as the `American city' really started with Havana as a
paradigm, as it was during this trip to Cuba that he set out to record what was peculiar to
American urbanity, in contrast to the European539

Immediately before he departed for Cuba, Evans had taken a trip of several months to the
Pacific islands (later passing through the Panama Canal and also visiting Jamaica) from
which he produced a discreet group of works. They are the images of a North American
tourist encountering his `other', the non-urban, non-technological: a `disappearing world',
letter to his friend Skolle:
as Evans lamented in a
The sadness of the Marquesans is indescribable. Strange beauty of landscape and
vegetation, yes; there up to the hilt of imagination. But evidence of the death of the
native race too painful and infuriating to look at for long. I say this not only because
I have read of it again and again, and have been prepared in advance to find it; but
because the reality is ten times more powerfully drawn than this acquired
knowledge. 540

We can see here how concerned Evans already was with what he perceived to be
disappearing and what would come to replace it. The images he took of the Pacific islands
landscapesand the `primitive' looks of its inhabitants
would represent their wild
[Illustrations 76 and 77]. They were the image of the `non-urban', geographically very
close to the growth of American urbanity.
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Illustrations 76 and 77. Walker Evans' photographs from Tahiti (1932)
When years later, already considered as the photographer who had contributed to the
creation of the modern image of America, he was questioned regarding his Havana series,
he warned the interviewer that they were just a commission, just paid work, as if to imply
that their `artistry' should be put into question.

It was a job. It was commissioned. You must remember that this was a time when
anyone would do anything for work. This was a job of a publishing house
publishing a book about Cuba, and a friend arranged that I should do the
541
photography. So I grabbed it.
However, as if to contradict himself, he also commented that before taking this commission
he had insisted on two conditions:

I did make some conditions. I said I wanted to be left alone. I wanted nothing to do
with the book. I'm not illustrating a book. I'd like to just go down there and make
542
some pictures but don't tell me what to do. So I never read the book.

CarlestonBeals' text was plaguedwith moral undertones,making referenceto the
commoditizedimageof the Cubancity as a pleasureMecca:
Aside from the exaggerated number of policemen, soldiers and mounted patrols,
none of the effects of the ferocious gang-war now going on in Cuba is visible to the
tourist. Thousands of them visit Havana each year. Nature made Cuba a tropical
paradise. Apparently the climate is as balmy, the city as romantic.. .The liquor and
the prostitutes are as acceptable as ever.543
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Therefore, the expectation was that Evans' images would depart from this sensualisedview
of Havana, making visible to North Americans the acute poverty and violence suffered by
Cubans as a consequence of United States' policies. Evans' lack of interest in Beals's book
is significant. In a period when the role of the photographic within the fine arts was still
being negotiated54, Evans assertedhis authority as an artist, a producer of high art and
culture, and not as one of those commercial photographers working for various industries
and governmental campaigns in the United States. However, in a later interview, he
confessed to being unsure whether his photographic images of Havana - and the oneshe
had already taken in New York - were really `art' or just self-evident appearancesof reality.
Speaking with an interviewer in 1971, he specified:

I was doing somethings that I thoughtwere too plain to be works of art I knew I
...
wantedto be an artist, but I wonderedif I really was an artist. I was doing such
ordinary things that I could feel the difference,but I didn't have any support.545
It is difficult to establishwhetherit was Atget's imageof Paris or his first handexperience
of poverty in New York that Evanshad in mind when traveling to Cuba.However,the
Cubanphotographswere the result of two apparentlycontradictoryintentions:on onehand,
the documentaryintention to recordCubans'poverty andthe extremeviolenceexercisedby
a ruthlessdictator,with the supportof theUnited States'administration;on the other hand,
the artistic intention of creatingan imageof the modemcity, constructedas a `projection'
of himself, the artist. In a later interview, Evanseven statedthat he was not only recording
history, he was also making it, as`socialhistory'.
Oncein Havana,and by contrastto his imagesof New York and Tahiti, he representedthe
beggarsin the street,the breadlines,the homelesssleepingin parks andthe signs of the
socialunrestthen experiencedin the city [Illustrations 78,79, and 80]. He also took note of
the unofficial poor and self-built villageshousingthe immigrantspouring into the city
[Illustrations 81 and82]. The Unofficial Village of Havana's Poor was oneof the thirty-one
photographsthat Evanschoseto illustrate Beals' essay.The imageof the slum was at the
time, like that of the skyscraper,a sign of urbangrowth. It had alsobeenan early
547.
photographicsubjectin Europeand North America This imageis now the familiar
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representation of the so-called Third World city or the cities of impoverished regions,
particularly in Latin America, such as the infamous favelas in Rio de Janeiro in Brazil or
the large slums surrounding Mexico D. F. However, this was one of the first times that this
image of social `cancer' growing at the edges of urban capitalist growth, had been used to
question the economic system exported from the United States to the rest of the American
continent. In many ways this was Havana in the making, equivalent to the New York in the
Making described above.

Illustrations 78 and 79. Walker Evans' photographs of beggars
and breadlines in Havana (1933)
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Illustration 80. W. Evans' photograph of political
wall-writing in Havana (1933)

Illustrations 81 and 82. W. Evans' Unofficial Village of Havana's Poor (1933)

Two years after his Cuban trip, Evans was again commissioned to represent `poverty', this
time as staff photographer for the FSA (Farm Security Administration), a government
agency created in order to improve the conditions of farmers living in extreme poverty as a
consequence of the economic crisis termed as the Great Depression54". The image of
Havana slums described above has not been shown or properly reproduced in the two main
exhibitions and their catalogues dedicated to Evans's series in Cuba549.It is possible that
they do not look `American' enough and would not therefore represent `Evans', even
though this slum was contemporary with the skyscraper, and therefore, can also be
in North America. The images shot by Evans and
considered an image of urban modernity
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others on United States' soil have come to be associated with a particular period, the Great
Depression. However, these images of the poor in Havana are now seen as the universal
and never changing poverty of the world, its `naturalness', isolated from their historical
specificity. Moreover, Walker Evans' photographs have not become part of the imagery
contributing to Cuban national narratives. When Cuban authors have referred to Evans'
images of Havana, they have, more often than not, alluded to his representation of the
modern city outside the particular social and political circumstances of the island when the
photographs were taken55".In contrast to the post-1959 image of Las Yaguas in film and
photography, images of Havana's slums during the Great Depression were never used to redefine the Cuban national narratives, as was the case in the United States.

Those images from the Havana series that are now recognized as forming part of Evans'
particular take on America urbanity - and therefore, have now the status of documents of
high art - are the ones that remind the viewer of New York's visuality during the same
years (Illustrations 83,84,85 and 86).

Illustration 83. W. Evans' Havana City People (1933)
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Illustration 84.W. Evans' Citizen Downtown
Havana (1933)

Illustrations 85 and 86.
W. Evans' Havana Movie
Theatres (1933 )
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Those of Evans' images of Havana that played a part in the United States' redefinitions of
its past were, therefore, associated with the `Americanisation' of the city. These narratives
linked to the specificity of urban cultural development in
were at the same time intimately
North America at the time. On his arrival in Cuba, Evans wrote of Havana as `a frontier
town '5`1. According to his biographer, James R. Mellow, this was an understatement, as
Havana in 1933 was already a developed urban centre, following the United States'
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The expression`frontier town' was usedby Evansto describeHavanaasa city in
trend552.
transition - to give the ideathat there was a disappearingold city being replacedby a new
andmore `American' one.This expressionhadalso beenusedto referto the nineteenth
centurywild-west towns,relatedto the westwardexpansionof Europeanscolonizers,
involved in the genocideanddispossessionof theNative Americans.In recentyears,the
expression`frontier town', particularly whenappliedto cities on the Mexico-UnitedStates
border,has beenoften associatedwith the conceptof cultural hybriditys53Evans'record of
Havanawas mainly animatedby a perceptionof Havanaasbeing the `other' and the `same'
asthe United States'city. In his introductoryessayto the book WalkerEvans,Havana
1933,Gilles Mora comments:

Evansseemsto be more receptiveto the Americanizationof Havanathan to its
exoticism....
Havanadiffers very little in its humanenvironmentfrom certain immigrant
...
in New York that he will treat in almost identical fashionin
neighbourhoods
554
1938.
According to Mora, therefore,Evansseemedto be more concernedwith representingthe
new North Americanurbanity andwhat waspeculiar to it, than describingthe
particularitiesof Havana.Evansexpressedhis intention - to capturethe peculiaritiesof
North Americanurbanity - only after he had alreadybeento Havana.In a letter to his friend
ErnestineEvansfrom 1934,he spelledout what he meantby `Americancity':
American city is what I'm after. Somight useseveral,keepingthings typical. The
right things canbe found in Pittsburgh,Toledo, Detroit (a lot in Detroit, I want to
get in somedirty cracks,Detroit's full of chances).Chicagobusinessstuff, probably
nothing of New York, but Philadelphiasuburbsare smugand endless:
People,all classes,surroundedby bunchesof the new down-and-out.
Automobiles and the automobilelandscape.
Architecture, Americanurbantaste,commerce,small scale,large scale,the city
streetatmosphere,the streetsmell, the hateful stuff, women's clubs, fake culture,
bad education,religion in decay.
The movies.
Evidenceof what the peopleof the city read, eat,seefor amusement,do for
relaxationand not get it.
Sex.
Advertising.
A lot else,you seewhat I mean.sss
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Evans seemed to believe there was such a thing as `The American City', developing just
over the border with Mexico, with anything outside it being `the countryside'. However,
Havana appears in Evans' images as also forming part of this conceptualization of the
`American City' as a unique urban form.

Citizen in Downtown Havana, 1933, one of the most widely recognized photographs from
the Havana series [Illustration 84], was not chosen by Evans as one of the thirty-one images
to illustrate Beal's essay. However, he did include it as part of a solo exhibition at the
Museum of Modern Art in New York in 1938556.For this exhibition, he selected from his
already prolific collection a group of 87 photographs, shown together and in a sequential
order. The exhibition was finally titled by Evans American Photographs. This show was
divided into two sections. The first included two photographs from the Havana series,
Citizen Downtown Havana and Coal Dock Worker from 1933 [Illustration 87], although
Evans only specified in the first casethat the image had actually been taken in Cuba and
not the United States.

Illustration 87. W. Evans' Coal
Dock Worker, Havana (1933)

Together with thesetwo imagesthere wereothers representing,for example,someof his
well-known FSA photographs,that had alreadybecomesymbolic imagesof `real America'
families in the rural areasof the United
- that is, representationsof poor white peasant
There were also the
States,affectedby the economichardshipsof the Great Depression557.
signs of North American culture, such as the automobile, the monuments to the country's
its ethnic diversity [Illustrations 88,89,90,91,92 and 93]. The second
military history and
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section was dedicated mainly to architecture, showing the different traditions that had taken

hold in the United Statesthanksto its ethnicallydiversepopulation(Illustrations94 and
95).

Illustration 88. W. Evans' FSA
photograph from American
Photographs (1938)

Illustration 90. W. Evans' Parked Car from
American Photographs (1938)

Illustration 92. W. Evans' 42`1 St. from
American Photographs (1938)

Illustration 89. W. Evans' Garage from
American Photographs (1938)

Illustration 91. W. Evans' war monument
from American Photographs (1938)

Illustration 93. W. Evans' Faces,
Pennsylvania from American
Photographs (1938)

Illustrations 94. W. Evans' Negro
Church from American Photographs
(1938)

Illustration 95. Greek Doorway
NYC from American Photographs

(1938)

In the catalogueto this exhibition, Lincoln Kirstein, who was a good friend of Evansand
also the organizer of the exhibition, wrote an essaydiscussing how these photographs were
supposed to give an image of the Great Depression in the United States:

Walker Evans is giving us the contemporary civilization of eastern America and its
dependencies as Atget gave us Paris before the war and as Brady gave us the War
between the States [... ]
[... ]
[... ] In the reproductions presented in this book two large divisions have been made.
In the first part, which might be labeled `People by Photography', we have an aspect
of America for which it would be difficult to claim too much. [... ] Thephysiognomy
of a nation is laid on your table. In the second part will be found the work of Evans
which refers to the continuous fact of an indigenous American expression [... ] that
native accent we find again in Kentucky Mountain and cowboy ballads, in the
compositions Stephen Foster adapted from Irish folk-song and in contemporary
558(my italics)
swing-music.
By `an indigenous American expression' Kirstein was referring not to the whole continent,
but just to that of the United States. However, he considered, together with Evans, that
Cuba was also part of this cultural unity, sharing the same teleology. What was initially a
freeze into an image a past at a moment of
reflection on photography's ability to retain, to

becoming,of changing,asAtget had previously donein Paris,later becamean imageof
Cuba, but of the United States, with Cuba as an element of it.
national identity, not of

The role of the Cubanimageswithin the overall national mythologiesdeployedin
American Photographs is not clear as Evans did not specify his reasons for choosing each
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particular image. However, it seemsthe nature and sequentiality of these images had for
him the character of a visual essayattempting to discuss the creation of a national myth: the
years of the Great Depression as the turning point in the configuration of a new type of
nationhood that, apparently contrary to the European nations, was constituted by the
encounter with `others'.

That the image Citizen in Downtown Havana is now considered a work of art by the artist
Walker Evans and the Unofficial Village of Havana Poor just an image of a Latin
American slum by the documentary photographer Walker Evans, has been a postinterpretation. This interpretation was made possible once documentary photography of
United States' urbanity, including the United States' poor, gained high art status through
the intervention of the Museum of Modem Art in New York and with the contribution of
subsequentbibliography559

Many of the theoreticalrevisionson the statusof documentaryphotographyduring the
1980schallengedthe conceptionthat photographycould be usedto give us a truthful
representationof pastsocialreality56oAmong other theories,JohnTagg's Foucauldian
approachto the photographsof working classhousingand slumsin the city of Leedsat the
In Tagg's theorization,photographs
end of the nineteenthcentury addressedthis issue561.
are neitherrepresentationsof reality nor the result of the photographer'sintentions,and
thereforeher or his projections.They are documentsfulfilling a discursivefunction. In the
caseof the FSA photographs,he writes, they accomplished:
liberal, corporatistplan to negotiateeconomic,
... a particular social strategy:a
political and cultural crisis througha limited programmeof structural reforms,relief
measures,anda cultural interventionaimedat restructuringthe order of discourse,
appropriatingdissent,and resecuringthe threatenedbondsof socialconsent."
Following Tagg's interpretation,theAmericanPhotographsexhibition likewise fulfilled a
discursivefunction, that is, to contributeto thoseprocessesinvolved in the `othering' of the
pastneededfor the contemporaryrecreationsof United States' nationalnarratives.It does
so becauseit managesto dilute the historical particularitiesand specificities of eachof
theseimages,by presentingthemunderthe umbrella of the Americannation. It alsoused
mainly thoseaspectsthat were peculiar to the visuality of the United States'urban centers
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and suburban spaces.This identification between the constitution of an American national
identity563after the Great Depression and the specific urban development experienced then
by the main cities within the United Statesis now commonly recognized5M.

Apart from this contribution to the discourses of the national, these images came to fulfill
other discursive functions. For example, within the artistic institution, they also contributed
to the canonization of the documentary style in photography. A canonization that was later
deconstructed by artists such as Sherrie Levine in `After Walker Evans' or Jeff Wall's
photographs from the 1980s, `imitating' the documentary style. However, there is a third
set of discursive functions accomplished by the images taken in Havana and later shown
under the rubric American Photographs. They refer to the indexical nature of the Citizen
Downtown Havana and the portrait of Havana's coal dockworker in American
Photographs. After all, during those months of 1933, Havana was going through a period
of intense social and political tensions that ended the dictatorship of Gerardo Machado and,
565It
according to modem Cuban historiography, changed the course of the island's history
was also, and for the purposes of this analysis, more importantly, going through an intense
period of cultural self-definition that I shall discuss later.

The reasonwhy Evansdecidedthat the imageof the CitizenDowntownHavana would so
convenientlyfit into his idea of the Americanalongsidethe other imagesin the exhibition,
residedin the particular conceptof modernitycontainedin this image.A modernitythat he
understoodas also characterisingUnited States'urbanity during the 1930s.
Evans was acquainted with the vibrant and different culture Afro-Americans had produced
in Harlem during the 1920s566.Euro-American artists such as Evans, who thought of
themselves as modem, were obliged to relate to what was then called `Negro Art', the art of
that `other', then fantasized and romanticized as `primitive'567. Citizen Downtown Havana
reminded him of Harlem in New York, which had experienced during the 1920sa cultural
immigrant African American population568.He had
renaissancethanks to its mainly
previously taken images of those areas around Harlem where a considerable number of
middle-class Afro-Americans had concentrated by the end of the decade. One of these
images, 42"d Street, was also included in the exhibition American Photographs [Illustration
92569.
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Possiblyunknown to Evans,during the 1920sHavanahadbeenundergoinga cultural
It was a time when Cuban
renovationvery similar to New York's HarlemRenaissance.
society in generaland Havanain particularwere comingto termswith the reality of AfroCubanculture, that is the cultural productionsdevelopedby thoseof African descentin
This fact
Cuba,until then consideredmarginal,backwardand evenby someun-Cuban570.
was oneof the many modernitiesHavanathen sharedwith New York. Suchblack cultural
renaissancegreatly affectedthe political identities andcultural identificationsof those
involved and definedby the two nationalprojects. In Havanathis renaissanceinvolved the
popularizationof the musical form of son57andthe productionsof Afro-Cuban
intellectualssuchas GustavoUrrutia andNicolas Guillen, and, in the next decade,the
visual artist Wilfredo Lam. On the other hand,FernandoOrtiz and Alejo Carpentierwere
the first Euro-Cubanintellectualsto write on the centrality of Afro-Cuban culture in the
constitutionof the Cubannation.
The Afro-Cuban cultural renaissanceduring thoseyearshasbeenextensivelydiscussedby
North American cultural historian Robin D. Moore in his book Nationalizing Blackness.
Afrocubanismand Artistic Revolutionin Havana, 1920-1940.For Moore, the 1920sand
particularly the 1930sand 1940sin Cubawere of seminalimportanceregardingthe volatile
recreationsandre-negotiationswithin the cultural elites in Cubain their attemptsto pin
down and define what was to be understoodasa Cubannational identitysn.
According to Moore, during the end of the 1920sand beginningof the 1930s,when Evans
traveledto Cuba,Afro-Cuban cultural expressions,mainly music and dance,were slowly
taking a centralposition in Cubannationalnarrations,the mythology of the CubanNation,
which separatedCubansfrom the others.However,as I explainedin Chapter1,Moore also
arguesthat suchinsertion of Afro-Cuban cultural productionsinto the discourseof the
The desireof the Cubanwhite elite to
nationalwas performedby mainly Euro-Cubans573.
differentiatethemselvesas `Cubans'from thoseof the old metropolis,that is, the Spanish,
facilitated this gradualre-positioningfrom marginality to centrality in the national
discourseof thosecultural expressionsand productionswith a predominantAfro-Cuban
character574.
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The war against Machado and his defeat in 1933 gave rise to strong nationalist
sentiment. Anger over the previous administration's support of North American
foreign policy, viewed as having contributed to Cuba's economic crisis, became
more focused and intense. During the conflict and for a short time after its

resolution,the country's intellectualelite attemptedmore actively to promote
uniquely Cubancultural forms. The suddenprominenceof African-influenced
music and dancein Cubaowedmuch to theseevents.The arts of socially
marginalizedblacks, for centuriesignoredor dismissedby Cuba's middle classes,
took on new significanceassymbolsof nationality.
Far from isolated,this cultural developmentin Cubacoincidedwith what was also
happeningin partsof the United StatesandEurope.Moore situatesthe Afrocubanist
movement,usingas its backgroundthis cultural trend for anything `black' and its link with
the African continent- or its westernmyth - in Europeandthe United States:
The 1920sprecipitated a crisis in Europe bourgeois art internationally, from which
many maintain it has never recovered (Hobsbawm 1987,219). This was a time of
fundamental change in the commercial music of nearly all Western countries, driven
partly by technological innovation in the form of radio broadcasting and sound
recordings [... ]

The most obvious manifestationof suchchangesin theproduction andconsumption
of music involved concessionto blue-collar andnon-Westernaestheticson an
unprecedentedscale.This was the era of the tango, the `jazz craze', `bohemian'
Paris,the Harlem Renaissance,
the primitivists, the fauvists,naivekurst, anda host
576
of relatedmovementsdrawing inspirationfrom non-Europeantraditions.
As I explainedabove,as a memberof the artistic circlesin New York, Evanswas receptive
to this cultural trend. Whetherhe was awareor not of the cultural negotiationshappeningin
Havanain 1933,the fact that he choseto portray theman in Citizenin DowntownHavana,
not only oncebut in a seriesof threeportraits,correspondedin part, to his intuitions
regardinghis urban contemporaneity,and alsoas a sign of the `Americancity'. The title
Citizen in DowntownHavana gives further cluesto Evans' intuitions. The citizen is the one
who belongsto, is part of, is producedby, and,most importantly, owns the city, andas such
he is entitledto the full rights guaranteedto eachcitizen by the city's different laws. By
in
choosingthis title, Evanswas making a commenton the differencesand similarities the
both nations.
positioning of Afro-Americanswithin themythologiesof
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When some of the photographs of the Havana series were again catalogued and exhibited in
1989, the Cuban writer Guillermo Cabrera Infante wrote a review, which later appeared in
his collection of essaysMea Cuba:

In all thosebookswhereWalker Evansreturnsandmakesusreturn to Havanain the
dream(andin the nightmares)of his portraits thereis alwaysa disturbing presencea constantghost.It is the imageof a black dressedimplacablyfrom headto foot in
white. He is standingon a downtown comer watching half the world go by. Evans
calls him `thecitizen of Havana'. He is wearinga spotlesslinen suit and an
immaculatecollar shirt and a black tie with white polka-dotsand a handkerchiefin
his pocket and a strawhat that was then very much in vogue.This man in a white suit
may be a sbirro [sic]- whom Machadoinventedand Batistainherited(he looks so
dangerousperhapsbecausehe is sowell dressed).Howeverthat may be, the man is
there stoppedin time and only his eyesappearto be moving. But of coursehis eyes
cannotmove either.Now he is frozenby thephotographandthat momenthasbeen
madeto last forever.Thedandydangeroso,asWalker Evanswould say,will keephis
eyespeeledwhile he watchesthe invisible witnesswho hasmadehim immortal with
577
a wink, black on white, like the photograph.
His 'dandyism'578is in the dressand pose,but what makeshim look dangerousto Cabrera
Infantecan only be his blackness.In the phrase:`he looks so dangerousperhapsbecausehe
is sowell dressed'Infantebetraysthe old unconsciousfear of the black man,dominant
amongthe EuropeanandAmerican white populations.The assumptionwas that a
successfuland therefore,well-dressedblack man, could only be a criminal. However,
CabreraInfantehad alreadyalludedto thepresenceof this imagein Havanain different
terms. In ThreeTrappedTigershe describesan Afro-Cuban dressedexactly asthe man in
Citizen, a style that CabreraInfante describesas `my habanero'(very Havanastyle):
I went to Las Vegasand arrived at the coffeestandand met up with Laserieand said
to him, Hi, Rolando,how're things andhe said, How're you, mulato
andso we beganchattingand then I told him I was going to take somepics of him
here one of thesenights whenhe was having a cup of coffee,becauseRolandoreally
looks good, a real singer,a real Cuban,a real regal habanerothere with his white drill
suit, very neat anddandyfrom the white tan shoesto the white strawhat, dressedas
only Negroesknow how to dress,...
It is possiblethat CabreraInfantehad in mind the photographby Evanswhen he wrote this
sentenceat the beginningof the 1960s.However, I am more inclined to think that he was
referring to the typicality of this imagein Havanaasone of the city's many visual signs.
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The white dandy, the North American tourist in Havana, would also often be represented
using the same dress code [Illustration 96]. In one of the most popular Pan American
Airways' posters promoting Havana as a holiday destination, the North American
gentleman is dressed in the same manner, as a sign of his good taste and, therefore, status.
The use of such dress code served to picture Havana as the `Gay City' and `the Paris of the
Caribbean', as the promotional material often referred to [illustration 97]. In what sense are
the two men different signs, the black man in Evans' image and the white man in the Pan
American Airways promotional poster?The difference resides in the intrinsically urban
nature of the former, as an image, a figure that stood for the city's modernity. This dress
code is not only in this image by Evans or in Cabrera Infante's literature. It was often used
by Havana's black performers - dancers, musicians and singers - from the 1920s to well
into the 1950s until dress fashion changed dramatically during the 1960s.

Illustrations 96. Pan American
Airways and promotional poster

Illustration 97. The P&0
Steamship Company promotional
poster

In Julio Garcia Espinosa's filmic cabaret, Son o no son, the man in the couple dancing to a
dress code (See DVD: Son o no son: couple dancing a son). The
son recreated a similar
literally
performance is based on the centrality of the male performer, with the woman as
the support, allowing for the man's acrobatic movements and postures. Many of these
Abakuäs or h6higos, where the
acrobatics came from the performative traditions of the
ireme sac, dances balancing on only one leg [illustration 98].
performer in the traditional
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According to Leon Argeliers, the acrobatic displayed in this son derived from the Rumba
Columbia, a dance tradition practised by Abakud initiates580.This particular dance form, as
performed in Son o no son, became popular in Havana's cabarets and clubs during the
1950s. Even though the film was shot in 1978, the man's dress code denotes the decades
before 1959 and the particular cultural life the city had developed until then.

Illustration 98. Photograph of Abakuä performance.

However, in Citizen Downtown Havana, dress code, city life and race are intertwined to
conform to an image of the new urbanity Evans saw as characteristic of the `American
City'. If he had not included this image among the others in American Photographs, its
relevance would have rested only on the particularities of Havana's urbanity. These
particularities resided first on the fact that, compared to the United States, a much higher
proportion of Cuba's population was of African origin. However, as part of the hundred
images exhibited, its new meaning rested at the point where both urban modernities
coincided.

After Evans took this picture in Havana, he went back to it in order to reframe it
[illustration 99], which transformed its discursive function. What he did was to accentuate
the gaze-play between the citizen and the portrait of Kay Francis, a Hollywood actress, on
the cover of Cinelandia magazine. The image of a well-known cinema actress represented
as the `looker' instead of the `looked at' makes of the representedman just another image,
so that the urban appearsnot only as the space of production and consumption of images, it
is the cinematographic image itself. The pose, dress and apparent unawareness of the man
image, framed (and trapped) in the crossing of two gazes that of the
standing in this
behind his camera turned him into
women in the magazines and the photographer
spectacle. This visual game seemsto recreate the cinematographic. The relation of this
image to Walker Evans' intuitions regarding urban change and the possibilities of its
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representation during the Great Depression could also be found in the development of a
collective image of modern city life encoded and made `visible' by the cinematographic
medium.

Illustration 99. W. Evans' crop of Citizen
Downtown Havana (1933)

This is not such a speculativeguessif we think that this conceptof the urbanhad already
beensuggestedto Evansby his friend, thepoet Hart Cranein the poemThe Bridge that
Evansillustrated with three photographsin 1929:

I think of cinemas,panoramicsleights
With multitudes bent toward some flashing scene
Never disclosed, but hastened to again,
Foretold to other eyes on the same screen;581

It was not by chancethat includedamongthe many imagesEvanstook of Havana,were
several cinema entrances, with posters advertising the films on show [Illustrations 85 and
86]. Some of these films were made in Hollywood, for Evans probably another sign of the
he called the `American city' throughout the American continent.
reproduction of what
Cinematic projections of American cities were already having an impact in the ways cities
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were perceived582.During the 1920s there had been many cinematographic productions
representing modern European and North American cities as organic entities583.However,
in Citizen Downtown Havana, the relations between the cinematographic, with the image of
Kay Francis on the magazine cover, and the modernity represented by the presenceof
African-Americans and their urban cultures, have another dimension.

The subsequentcropping of this image in order to focus on the eyes and the direction of the
gazes- that is, of the man and of the women on the magazine covers; - can also be
interpreted as an attempt to capture photographically an otherwise nearly imperceptible
moment of illicitness. Gilles Mora speculated on the sexually charged play of gazesafter
the crop was made in his introductory essayto the book Havana, 1933:

Among the photographstaken in Havana,the portrait of HavanaCitizen in the
white suit and boateris exemplary:the whole negativebecomesthe point of
departurefor an astonishingcropping, which substitutesa close-upfor a
medium rangeshotin orderto put the faceof HavanaCitizen in a critical
relation to the facesof the womenon the cover of the magazineson the
newsstand.This enlargementfundamentallymodifies the information
presented,sexualizingit in the exchangeof glancesbetweenthe male and the
females.584
However,there is no such `exchangeof glances'.The man is being looked at without
returning the gazeeither to the womenor the photographer,a fact that Gilles Mora doesnot
acknowledge.Walker Evans'biographer,JamesR. Mellow also attemptedan interpretation
of this imagealluding to its possibletransgressions:
The eyesof Kay Francis,a reigningwhite queenof the silver screenin the thirties,
peer out from the picture on a level with the black man's sullen stare.With the
devioussimplicity of photography,the picture saysMan andWoman,black and
white, and raisesother unspokenvisual issues.It saysHollywoodism andAmerican
enterprise.585
However,Kay Francis' eyes arenot only peeringout to the man.They are looking at him,
asperceivedby the viewer. This photographcan alsobe seenasEvans' recreationof an
uncomfortablesight: that of a white woman'slook of desirefor a black man.Evans'
cropping of Citizen,as if to insinuatethat this is a black manbeing `lookedat' by a white
woman,might have alsobeena commenton the typesof urbanmodernitycities suchas
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Havana or New York had to offer. These were years when sexual encounters between a
white woman and a black man would still be severely condemned in both countries"'. That
is, it was widely thought that any white woman who had sexual encounters with black men
was morally deplorable, and she was immediately `blackened' (perceived as black women,
who were then representedas sexually excessive and accessible)"'. The relevance of such a
taboo in the politics of racial difference in the American continent has been emphasized by
Heloise Brown in her introduction to the collection of essays White? Woman from 1999:

If social and legal sanctionsagainstsexbetweenpeopleof Europeanancestryand
peopleof African ancestryhad neverexisted,the categories`black' and `white' as
they are known andusedtoday would not exist either. 88
Suchsocial and legal sanctionsagainstsexbetweenblacksand whiteswere harshly
appliedmostly when theequationwaswhite woman/blackman and generallynot viceThis was the caseparticularly in Cuba.The relationsbetweenthe city, cinemaand
versa589.
tabooare visually playedout in this imagein a way probably unforeseenby Evans.Citizen
Downtown Havana is an imageof urban changeor changebroughtaboutby urbanity: when
desire(and it is Walker Evans' desirefor this man,his presumed`otherness',andnot only
that of the womenon the magazinecover) ran wild in the anarchicaislesof the cities. The
city appearsasthe spacewheresexualtaboosare more easily broken,becauseit allows for
more of them to passunnoticed.Earlier, CharlesBaudelairehad describedthis liberating
asan experiencethat was more often than not
experiencein his poem `A Une Passante$590,
merely aesthetic.As David Clarkewrites: `For thefläneur, the (sexually charged)pleasures
of the city stemmedfrom an aestheticproximity to othersthat was wholly detachedfrom
any social proximity. '591
That both the white womenand the black man inhabit different spacesin the imageworks
asa kind of metaphorfor Havana'sgenderandracial segregationsat the time. It is also a
visual metaphorof the indexicalnature of the photographicmedium, or better,of its loss,
oncean imageis mechanicallyreproducedand widely distributed asin Kay Francis'
portrait on the magazinecover. In the racial signification of this particular image,I concur
with Ruth Frankenber'sdefinition of `whiteness'in her essayWhite Women.RaceMatters
(1993):
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is location of structural advantage, of race privilege. Second, it is a
... whiteness a
`standpoint', a place from which white people look at ourselves, at others, and at
society. Third, `whiteness' refers to a set of cultural practices that are usually
592
unmarked and unnamed.
If the figure of the urban black man was then becoming this desirable `other', in this image
the desire belongs to an also invisible `other': the middle class white woman in the Cuban
city. In his account of Havana during the 1930s, Alejo Carpentier spoke of the invisibility
of women in Havana, locked behind windows and under the vigil of their male custodians,
whether fathers, husbandsor brothers593.However, who were these women really? All of
Havana's women or just the white women from the middle and upper classes?He laments
the lack of intellectual contact and friendship with those who were supposedto be his class
(and cultural) companions, and confesses that such friendship and intellectual sharing
would happen only with sexual workers, also made invisible inside brothels and private
houses. Alejo Carpentier described this invisibility of the middle class white woman as one
of the city's visual markers".

In Alvarez Tabio's analysis of Lezama Lima's literary recreations of Havana, she describes
the importance given by Lezama to doors and windows as the spaceswhere the dialogue
between the house and the city took place595.Because in Havana Vieja and Havana Centro,
windows and doors are directly at street level, this figure is more literal than metaphorical.
Lezama Lima speaks with inside knowledge of the female world characteristic of the white
middle classes in the city. In his description, windows and doors were also visual devices:
the middle class white female's space from which to see and to be seen within the citys96

While in Havana,Walker Evansalsotook numerousportraits of women [Illustrations 100,
101,102 and 103], amongthem, of sex workers.We know this becausehe insertedthe
negativesin small envelopestitling them in pencil. Someof theseenvelopeshad written on
the outsidethe word `puta' (Spanishfor `whore'). When theseenvelopeswere archived
they had alreadybeenemptied,making it impossiblefor the researcherto decipherwhich
There is the temptationfor the researcherto guess
imagebelongedto which envelope597.
from a gesture,a look, a skin color or a dresscodewho of the many womenwere the sex
workers. Onemight reasonablywonder aboutEvans' needto note the fact that they were
sex workers,usingthe disdainful Spanishtermputa, but alsowhetherhe too was making
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assumptions based on looks. There is very little in these images that would betray the
women's position within Cuban society and its cultural differences that might hold the key
to the city's dynamics. Apparently, it is a utopian space that has freed itself of the burden of
racial inequalities and conflicts. However, these images would never tell us anything about
any `real' Havana. They are only there to hide it.

MIT

Illustrations 100,101,102 and 103. W. Evans' portraits of Havana women (1933)
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That Citizen Downtown Havana became the most recognizable image from the Havana
series after its inclusion in American Photographs tells us more about the United States'
national mythologies than those of Cuba. However, inserted within the context of other
visual and literary documents that came to represent Havana, its significance now relies on
this image's status as a sign of the city. As with the portraits of Havana's women, Citizen
ended up `hiding' the other possible Havanas. Its contemporary status as work of art rather
than social document resides in its utopianism. A city that aspires to diversity and not mere
difference would always represent itself using its exceptions in order to reproduce itself
according to them.
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Illustrations 104 and 105. Film stills from Son o no son (1978) showing couple
dancing to a son.
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Conclusions
To analysedifferent documentsthat haverepresentedHavanafrom the 1930suntil now in
orderto uncovera coherentnarrativehasseemedon occasionan impossibletask. This has
mainly beenbecausethe comparisonof thesedocumentswith thegeneraldiscourseson the
westernmodemcity has shownthat oftentheir utopianismderived from different, and
sometimescontradictory,notionsof what constituteda city. The emphasison the national
this investigationhasbeena responseto the realisationthat in the
that characterises
different documents,Havanahasmainly beenrepresentedasthe paradoxicalproducerand
containerof nationalnarrativeswithin andoutsideCuba.Taking into accountthat national
discourseshave an eminently utopiancharacter,the documentsanalysedappearto
accomplisha specific utopianfunction within the discourseof the nationalby representing
the city as collaboratingwith, andon occasionchallenging,the formation of this discourse.
Firstly, Havanahasbeenimaginedasa spacewhoseform allows for the experienceof
aestheticeclecticism,an experiencerelatedto the mystification of the old city asthe `noncapitalist' and therefore`desired' and `lost' city. Secondly,it hasalso allowed for the
heterotopianformation of the nocturnal,functioning asrelief from the contradictionsin the
ideological dichotomybetweenwork and leisure.Thirdly, it hasbecomethe spacethat
exemplifiesour contemporaryutopiannotion of multiculturalism, whereculturesthat have
developedindependently,meetand inform eachother in, at least apparent,equal
cohabitation.
This investigationshowshow the predominanceof questionsof cultural differenceswithin
the city andtheir possiblereconciliationin the documentsanalysedhasnot only beena
responseto the needfor coherentnationalnarrativeswithin Cuba.Suchpredominancehas
identities outside
alsobeenthe result of projectionsonto the city of the narrativesof others'
Cuba,particularly from EuropeandNorth America. Each documenthasbeenanalysed
without presumingthat they wereeither the effectsof a westerncolonial gazeonto the city
and its inhabitants,or a challengeto this westernisedrepresentationby Cubanauthors.
Hence,I haveavoideddefining Havanaas a third world city, soasnot to draw
simplifications that would obscurenot only the differenceswithin the Cubanmade
documents,but alsothe coincidencesbetweensomeof thesedocumentsandthosemadeby
been
non-Cubans.This a priori division betweena Cubanand a non-Cubanperspectivehas
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one of the main problems in the few bibliographies approaching the question of Havana's
representations and their possible symbolisms598.Needless to say that differences between
Cuban and non-Cuban productions indeed exist, the documentary Buena Vista Social Club
being a case in point. However, these differences have not been decisive in relation to the
type of utopian projections the city came to embody. As in the caseof Walker Evans and
his 1933 photographs of Havana, the utopianisms now associated with the Cuban city have
been shaped in relation to its differences and similarities with the development experienced
by other urban centres. If we understand the concept of utopia as an expression of desire
that draws upon the perceived deficiencies of our contemporary reality, the utopianisms
found in the different documents analysed refer as much to Havana's reality as it does to
the reality of cities in Europe and North America, from where many of these documents'
authors came.

Relatingthe conceptof the utopian to the dominantrepresentationsof Havanaduring the
1990shashelpedme to situatetheserepresentationswithin the more generic- andmainly
western- discourseson the city from precedingdecades.Firstly by identifying the common
trend of representingthe city as an anachronism.Secondlyby relating the anachronicto the
nostalgic,which at the sametime seemsto work as a discursivefunction in the formation of
Thirdly, by concludingthat, what hasnow becomea paradigmatic
national narratives599
representationof Havana,the documentaryBuena VistaSocial Club, cameto fulfil this
discursivefunction more completely.Havanathen appearsasthe imageof the `lost city':
the city left behind after the rapid urbandevelopmentsin Europeand America during the
1950s.What Buena VistaSocial Club addedto this imagewas the ideal of the
multicultural; the apparentequality in an ethnically diversesociety,andparticularly, the
`africanisation'of an otherwisewesterncity.
Even though a higher proportion of Havana'spopulation hasbeenof white European
ancestryduring the entire twentieth century,its contemporarytouristic appealowesmore
now to what is perceivedasits African components.This thesishas dealtwith this apparent
contradictionby reviewing the different literatureconcerningCubannational narrativesand
their focus on the idea of mestizaje.The creationof the figure of the mulato to represent
visually Cubaasa nation has comefrom the assumptionthat the body is bearerof culture
and,therefore,that cultural developmentoccursthrough ethnic mixing or miscegenation.
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The presenceof the Abakuäs,as one of the many signsof the city that haspersisted
throughoutits history, hashelpedto refutethe notionthat a mixed-racebody would be the
equivalentof a `mixedculture', containingboth the African and the European.By
simultaneouslyresistingtranslationthroughhermeticism,and allowing Euro-Cubanmen to
join, the Abakuäsembodya different conceptof the national:a nationthat keepsits men
togetherand its womenseparated.From herethe conclusionthat can be drawnis that the
representationsof the positioning of womenwithin the city hasbeenoneof the most
important factorsin understandingthe relationsbetweenthe different documentsanalysed.
(andnot only an African one), it can
Understandingthe Abakuäsasa Havana-phenomena
be saidthat social segregation- economic,cultural, sexualand genderbasedsegregationswithin Havanais what hasallowed for the appearanceof cultural mixing and ethnic
harmonyin its representations.
Havana'sarchitectonicaleclecticism,asrepresentedin the documentsanalysed,have
played a significant role in the creationof a visual paragonfor the ideaof the Cubannation
asformed throughthe processof transculturationdescribedby Ortiz. The generalliterature
In
dedicatedto the formation of Cubannationalidentity haslargely overlookedthis fact600.
my revision of the conceptof the baroquein Alejo Carpentier- paradigmaticin the
mythologiesof mestizaje-, Havana'sarchitecturalforms appearto exemplify the ideal of
cultural harmonisationbetweendifferent traditions.It was preciselyin City of Columns
whereCarpentiercameto definethe old city, in contrastto the new North Americancity, as
a form designedin a `stylewithout style'. Carpentier'sequationbetweenthe baroqueand
the eclectic openedthe possibility of describingCubancultural productionsas synthetic
insteadof hybrid. In reality, the contrastbetweenboth cities, the old andthe new, was the
result of cultural competition betweenthe Europeanand the North Americantraditionsin
Cuba.The architecturallandmarksthat defined Havanain cinemaand photographybefore
1959- the Capitolio and the main hotels- havebeenidentified asclosely linked to the
North American nationalproject. By contrast,the recuperationof the conceptof the
baroquepost-1959and its relation to the old colonial city was of a markedEuropean
character.The 1959Revolutionrevived the Europeantraditions in the island by putting
them togetherwith the traditionsof the Afro-Cubans.Oneof the most significant post-1959
buildings for the ISA, revealeda particularly eclectic
architecturalprojects, the new
aestheticthat embodiedthis attemptto breakwith aestheticsassociatedwith pre-1959
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economicand cultural North Americanhegemony.This was donethroughtherecuperation
of aestheticsdrawn from the traditionsof the old medievaland baroqueEuropeancity. The
utopianismin this first attemptto break with the ideologiesassociatedwith Northern
architecturalmodelswas linked to the nostalgicideaof the city asa work of art - the
conceptionof the old city asmainly an aestheticexperience.
The analysisof post-1959cinematographicrecreationsof the city has shownhow
representationsand contrastbetweenthe different architecturaltraditions in the island have
contributedto the discourseson the national.The symboliccharacterthat architecturalform
acquiredin this filmography dependedon its ability to representa city socially divided
betweentwo ideologicalprojects: the capitalistand the socialist.Theseprojectswere
formally representedthroughthe aestheticoppositionsbetweenthe old Europeancity and
the imageof Havana'sslums
the new North Americancity. In theserepresentations,
appearsasanotherarchitecturalsign of the city. Shownascomprisingmainly poor AfroCubans,the slum populationwas equatedwith criminality andatavism andtheir
disappearance
presentedasnecessary.Thesecinematographicexamplesmanagedto
representthosewho inhabitedHavana'sdifferent spacesand architecturesas if producedby
them. By so doing, citizenswould easilyfall within categories:bourgeoisie,proletarianand
the most contended,the lumpenproletariats.The slumsand the populationthey `produced'
were usedby thepost-1959authoritiesasparadigmaticof the `old regime'. Their removal
andreplacementfor modem socialhousingwent handin handwith the ideological
recreationsof the `new man' in the city: the needto turn the lumpeninto the proletarian
while transforminga decadentcity into a revolutionaryone.
Havana'sperceiveddecadenceduring the 1950shad beenin part the product of its
promotion asa tourist resortin film, particularly in Hollywood-madeproductions.The
centrality of thoseHollywood representationsfrom the end of the 1940sthat gaveHavana
its statusasa hedonisticenclaverelied heavily on thecity's cultural connectionswith the
United States'urbandevelopmentsat the time. It was a reflection of the heavy investments
of businessesdedicatedexclusively to leisureactivities: casinos,hotelsand nightclubsor
cabarets.Recreationsof Havanaduring the 1940sand 1950s,suchasthosein Weekendin
Havana and Guysand Dolls, servedto promotethe city asthis desirableholiday resortto
North American prospectivevisitors. However,both films usedvery different strategies,
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correspondingto the shift experiencedby the type of utopianismprojectedonto theCuban
city during the decadethat separatedthem. In Weekendin Havana, Havana'sdesirability is
intimately linked to the lifestyle andcultural identity of the wealthygroupsin North
America. GuysandDolls relied more heavily on Havana'sperceived`otherness',shifting
its attentionto thosespacesin the city outsidethe elitist andNorth Americandominated
tourist centres.Throughthe characterof Sky Masterson,the film drawsequivalences
betweenthe criminal and Havana'snightlife, offering an imageof the nocturnal during
thoseyears asa heterotopicalspaceaccomplishinga particular social function. This
function ensuredthat the ideologicaldivisions betweenwork and leisurecorrespondedwith
thosebetweenthe diurnal andthe nocturnal,so asnot to blur them. The figure of the
criminal in Havanacameto representa glamorisedand desired`other', aslong asit stayed
within the constraintsof the nocturnal.
The post-1959recreationsof the city's nightlife by the new cultural authoritiescontinued
with this equationbetweenthe criminal andthe nocturnalin Havana,this time in orderto
ideologically equatethe city's developmentduring the 1950swith United States'organised
crime. The city's `americanisation'was seenascontradictoryto Cuba's national
independence.The paradoxwas that the attemptto move away from North American
cultural dominancerequiredthe revival of cultural forms from the Afro-Cubans' traditions
in the island.However,much of the new cultural forms developedin the precedingdecades
had beena product of the capital's developmentasa tertiary city thanksto investments
comingfrom the United States.The Afro-Cuban cultural forms representedas
`authentically' Cubanwere thosecoming from traditional religious rituals and practises,
mainly SanteriaandAbakuä,and the traditional dancesassociatedwith Afro-Cuban rumba,
such asthe Guaguancö.However,thebooming cultural sceneproducedby Havana's
nightlife renaissanceduring the 1950swas obliteratedand seenas contra-revolutionary.
The censorshipof the documentaryPM was a direct result of this perspective.This film
recordedHavana'snightlife beforethe city's transformation,a nightlife in which the
presenceof poor Afro-Cubanshad beenvery influential. However,this time insteadof
Afro-Cuban cultural expressions,thosewho censoredthe film spokeof the lumpenandthe
needfor its eradication.The Marxist term `lumpenproletariat'was not only appliedto the
notion of the criminal in the city, but alsosuccessfullyequatedwith its poor Afro-Cuban
population.The relevanceof the categoryof the lumpenproletariatand its relation to the
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criminal andthe nocturnalis key to understandingthe divisions amongintellectualsafter
the 1950sand their different approachesto representingHavana.
Another shortcomingin the bibliographydedicatedto Havana'srepresentationshasbeento
forget that Havana'snightlife also fulfilled the sameheterotopicalfunctionsfor its own
citizens. Spacessuchasthe RumbaPalaceand `El Chori' in the areaof Playa were
frequented,apartfrom the occasionaltourist, by Afro-Cubansfrom both gendersandEuroCubanmen, often in searchof a sexualencounterwith the racially different. This became
explicit in the post-1959allusionsto thecabaretgenrein the city by Cubanauthors,such as
Julio Garcia Espinosaand Guillermo CabreraInfante. Both hadlived in the city during the
1950sandhad participatedin its nocturnalcultural life. Many of the cultural expressions
representedin their work had developedparallelto the tourist and entertainmentindustries
in Havana,whetherpractisedby Afro-Cubans,Euro-Cubansor both. GarciaEspinosa
directly linked the conceptof the `popular' with the cabaret,asthe genrethat best
expressedit. However,asthe censorshipof the documentaryPM revealed,the new cultural
authoritiestried to put an endto this equationbetweenthe popularand the nocturnal.The
cabaretgenrecould not continueto developin the city as it had doneduring the 1950s60'.
Instead,the `popular' becameequatedwith the most traditional aspectsof Afro-Cuban
culture asexplainedabove,a `culture' very rarely performedby Euro-Cubans.At the same
time, the notion of a mestizoculture, containingAfrican andEuropeanelementsto define
Cubannational identity, was recoveredandmadeofficial. In a classlesssociety,EuroCubansand Afro-Cubanswould sharean identity drawnfrom what was conceivedas
`popular', that is, the identity of the poor, asif `thepoor' in Cubawas a homogeneous
cultural group.What cameto representCubaculturally, particularly rumbadance
expressions,were drawnfrom forms that had originally developedin Havanadue to the
city's racial and gendersegregations:mainly thosecomingfrom the traditions of the
Abakuäsin the city. It could be said that the post-1959cultural policies contributedgreatly
to the modem `africanisation'of Havanaasperceivedby non-Cubans,a fact that hasmade
the reality of socialand cultural segregationsanddifferenceswithin the city invisible.
The particular caseof Walker Evans' imagesof Havanafrom 1933offers an alternative
imageto this recreationof the national in Cuba.TheseimagesrepresentedHavanaasa
exampleof what Evansthought of the `Americancity' -a categorycentralto
paradoxical602
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the United States' national narratives. The image of the `American City' in Evans relied
heavily on a conception of the city as a space that allows for the cohabitation of differences.
The inclusion of Citizen Downtown Havana in his American Photographs exhibition at the
Museum of Modem Art contributed to this conception, becoming not only one of the bestknown images from the Havana series, but also one of the most representative of Evans'
construction of the image of `America' as a nation603 The man in Citizen Downtown
Havana is portrayed as a `desired other', as expressedby the gazes of the women on the
magazine covers. Through Evans' intervention, he becomes a sign of the `American City',
of its possibilities. However, this investigation has identified this image as also a sign of
Havana, of its particular cultural development and of its modernity. It is a figure that has
been repeated throughout the twentieth century by performers, writers and other cultural
producers.

By playing out the dynamicsof spatialgendrification in the city, CitizenDowntown
Havana also testifiesto the crucialrole that the positioning of womenwithin the city has
played in the constructionof an imaginedHavana.The analysesof the severaldocuments
in this investigationwherethis positioning hasbeenrepresented,revealsthe femalebody as
the recipient andagentof the conflicts betweendifferent, and unequal,cultural traditionsin
the city. A follow up to this investigationwould be a deeperanalysisof the role of gender
divisions when looking into the cultural history of Havana- including the productionof the
city's representationswithin andoutsideCuba- and how it affects the dynamicsbetween
the different cultural groupssharingthe spaceof the city.
The interdisciplinarynatureof this researchhasbrought togetherdocumentsfrom different
fields in order to elaboratean alternativeinterpretationof the cultural history of Havana.
Seenhereneitheras an `other', nor asa `same',Havanahasbeenshownasa peculiarcase
of different urbandevelopmentsand their cultural outcomesexperiencedby cities in the
twentieth century.What might follow on from this researchwould be a comparison
betweencities that havehad a crucial role in the formation of nationalnarrativeswhile
dealingwith the de facto existenceof cultural differences.What makesHavanaa
particularly exemplarycasehas in part beenthe importanceof the post-1959ideologieson
social changeand how they were applied to transform(successfullyor not) the city's
symbolic statuswithin the nation. Therefore,in the American andEuropeancontinent,the
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history of Havanaappearsunique,retaining its contemporaryappealasan urban `other' to
other cities in the westernhemisphere.However,this researchhasshownthat Havana's
peculiarities,from early on, havepresentedsimilar paradoxesand challengesto thosenow
found in many EuropeanandNorth Americancities. The questionof how to reconcile
cultural differencesin order to constructa cohesivenationalproject is one of them.
Following this, thereis also theutopianismimplicit in modemdebateson thepossibilities
of multiculturalism, andhow it is expressedin our cities. This is not to saythat the Havana
caseshouldbe extrapolatedto the analysisof other cities. What this researchaddsto the
studyof the cultural history of the city is the presentationof a particular modelwhere
questionsof cultural differencesand their possiblecoexistencehavedevelopeddifferently.
This could shedlight on issuesoverlookedby other similar investigations,asfor example,
questionsof cultural `hermetism'within cities, or therole of the tourist industry in
collaboratingwith andtransformingnational self-definitions.This studyalso contributesto
the analysesof ways cinematographic,photographicand literary documentshave colluded
in the constructionof an imageof the city asbearerof utopian projections.As in the caseof
Evans' CitizenDowntownHavana,suchprojectionsserveto identify the city's own
dynamicsandthe desiresthey unleash.
An interdisciplinary methodologyis the most fruitful in orderto understandhow a
particular urbanspacehasproduceda concreteimageof itself throughthe diversity of the
cultural productionsthat that very spacehasmadepossible.It is a methodologythat
testifiesto the fact that cultural forms, including the individuals and groupsthat produce
and perform them,are a product of the different contingenciescoming togetherin the city.
This is what makeseachcity different. At the sametime, it is alsowhat allows the
understandingof thosecultural productionsasthe city itself. In dialoguewith eachother,
they representandperform the city, making it possibleto perceiveit asa real entity, though
`constructed'or `imagined'. The analysisof cultural forms from just onediscipline, for
Alvarez Tabfo in La invencionde La Habana,
examplein literatureasin the caseof Enma
would keepthe imageof the city asjust the product of `authors'or disciplines,and not as a
separatedentity that has acquiredthe statusof `lived reality' asin the caseof Havana,New
York and other world metropolises.With the concentrationof theworld population in
urban centresnow becomingan apparentlyunstoppabletendency,big metropolisesare now
challengingthe authority of nationaldiscourses.A limited spacemadeup of overlapping
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differencescannotproducethe sametype of narrationsBenedictAndersonidentified asthe
basisof modernnationalidentitiesin Imagined Communities.In their origins, these
narrationshad beenreproducedthroughtextual documents- and, on a lesserscale,
museum-objects.Photographyand, particularly, cinemacontributedlater to their
reinforcement.However,photographyandcinemahavealsobeencentralin the
constructionof modemdiscourseson the city, now becomingindependentfrom their
earlier attachmentto the national.
I would like to concludewith a final representationof Havana,this time by Cubanvisual
artist CarlosGaraicoa[Illustration 106].This imagewas shownaspart of an installation
Nothing. It was later shownin DocumentaXI,
from 1996entitled WhenDesireResembles
at Kassel2002,in anotherinstallationentitled Continuity of a DetachedArchitecture605.
The two blocks of flats in thebackgroundare socialhousingin the areaof HavanaCentro,
normally characterisedby a low-rise architecturedating from the end of the nineteenth
century andbeginningof the twentieth.The man in the picture showswith pride a tattoo
depictingthe Twin Towers in New York, with the emblemIn my Soul underneath.Nothing
in this imageindicatesthat it hasactuallybeentakenin Havana.As we are not ableto see
the surroundingsof the building, it appearsde-contextualized.However,the man's tattoo
servesasan important clue. This man's expressionof desirefor anothercity most probably
relied on his knowledgeof that city throughthe cinematographic. As with Fernando
Perez'sMadagascar,Garaicoatook this imagewhen the island was going through an acute
economiccrisis.The man's statement,drawn on his body, works asan act of protest.By
usingthe housingblock asbackgroundto the portrait, Garaicoaattemptsa formal equation
that also servesasa metaphoricalcommentaryon both cities: that they belongto the same
imaginedcities asthe spacesfor humanself-fulfilment emancipatoryproject, onethat
albeit in very different ways. Theblock of socialhousing in the man's background
identifies the post-1959socialistplansfor the city. The Twin Towers relied on the
utopianismfoundedon the belief in endlesseconomicgrowth. In both cases,the ideaof
social progressis embodiedin the architecturalform. However,both architecturesappear
now to us asthe imageof a utopian dreamrapidly turning into a dystopia,asif the city
itself might be condemnedto sharethe samefuture asthe Twin Towers.
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Illustration 106. Carlos Garaicoa's When Desire ResemblesNothing (1996)
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161Circular from the Coloured Party's national committeesenton February1910to all its leadersand
members,as quotedby PortuondoLinares, S.: 2002,p. 74
`62Gott, R.: 2004,p. 47
163Leclercq,C.: 2004, pp. 11-24and p. 463
164Ibid. p. 15
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165Ibid. pp. 461-463
166Ibid. p. 12
167`Latin American countries are currently the result of the sedimentation, juxtaposition, and interweaving of
indigenous traditions
Catholic colonial hispanism, and of modem political, educational, and
..., of
Despite
attempts to give elite culture a modem profile, isolating the indigenous and
communicational actions.
the colonial in the popular sectors, an interclass mixing has generated hybrid formations in all social strata.
The secularizing and renovating impulses of modernity were more effective in the `cultured' groups, but
certain elites preserve their roots in Hispanic-Catholic traditions, and also in indigenous traditions in agrarian
zones, as resources for justifying privileges of the old older challenged by the expansion of mass
culture. 'Garcia Canclini, Ernesto. Hybrid Cultures. Strategies For Entering and Leaving Modernity.
Translated by Christopher L. Chiappari and Silvia L. Lopez (Minneapolis, London: University of Minnesota
Press, 1995) p. 46
168Rosaldo, Renato. `Foreword' to Garcia Canclini, Ernesto. Hybrid Cultures. Strategies For Entering and
Leaving Modernity. Translated by Christopher L. Chiappari and Silvia L. Lopez (Minneapolis, London:
University of Minnesota Press, 1995) pp. xi-xvii

169Hall, Stuart. `CulturalIdentity and Diaspora'in Identity, Community,Culture,Difference.Jonathan
Rutherford (ed.) (London: Lawrence& Wishart, 1990)pp. 222-237
10 Ibid. p. 236
1'1For example AlSayyad,Nezar. `Hybrid Culture/Hybrid Urbanism:Pandora'sBox of the `Third Place".
,
Prologueto Hybrid Urbanism. On the Identity Discourseand the Built Environment.Edited by Nezar
AlSayyad(Westport,Connecticut,London:Praeger,2001) pp. 1-18
172That is still the case,thoughthings improvednotably after the 1959Revolution. See,for example,Sawyer,
Mark Q. TheRacial Politics in Post-RevolutionaryCuba(Los Angeles:University of California Press,2005)
pp. 102-133
173The conceptof the `baroque'as the aestheticcategorythat describesthe cultural identities of Latin
America canbe found in severalof Carpentier'stexts.The most important are:La müsica en Cuba(1946),
Tientosy diferencias(1964),La novela latinoamericanaen vIsperasde un nuevosiglo (1981) and La Ciudad
de las columnas(1970)
174Leclercq, C. p. 476
175Wölfflin, Heinrich. Renaissanceand Baroque(1888) (London: Collins: 1984)
176`It is a characteristicallyRenaissanceconception,and is often combinedwith a centralarch,the motif in
the interplay of large and small pilaster bays;the small onesare always small enoughnot to disturb the
predominanceof thelarge one, yet not so small that they lose their meaningas individual forms.
The baroquefirmly repudiatedthis principle of articulation. Absoluteunity becamethe rule, and
subordinatepartswere sacrificed.' Ibid. pp. 41-42
"' This is for example,the approachsof Maravall, JoseAntonio in La cultura del barroco: anälisis de una
estructura histdrica (Espluguesde Llobregat: Editorial Ariel, 1975)and Hauser,Arnold. TheSocial History
of Art. Vol. 2: Renaissance,Mannerism,Baroque (London: Routledge,1999).Also from Saisselin,Remy G.
`Introduction' in TheEnlightenmentagainstthe Baroque.Economicsand Aestheticsin the Eighteenth
Century(University of California Press,Berkeley.Los Angeles, 1992)
`Thus, in using the term Baroque,we meanto designatenot only the architectureof Bernini and Borromini, or
an openpictorial spaceand the contrastof light and dark, but a civilization that canbe associatedwith the
period of absolutemonarchy,with an allianceof churchand stateto maintain thehierarchical structureof
society,and even with economicmercantilism.' p. 2
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178Mumford, Lewis. `The Baroque City' in The City in History (1961) (London: Penguin Books Ltd., 1973)
pp. 140-145
19 `At the beginning of the seventeenth century, during the period that has been termed, rightly or wrongly,
the Baroque, thought ceasesto move in the element of resemblance. Similitude is no longer the form of
knowledge but rather the occasion of error, the danger to which one exposes oneself when one does not
examine the obscure region of confusions. '

[. ]
Baroque]... ; it is the age of thedeceiving senses;it is the age in which thepoetic dimensionof languageis
definedby metaphor,simile, and allegory.' In Foucault,Michel. TheOrder of Things(1966) (Routledge
Classics,London & New York, 2002) pp. 56-57
[... ] What is Baroqueis this distinction and division into two levels or floors. The distinction of two worlds is
commonto Platonic tradition. [... ] The universeas a stairwell marksthe Neoplatonictradition. But the
Baroquecontribution par excellenceis a world with only two floors, separatedby a fold that echoesitself,
arching from the two sidesaccordingto a different order. It expresses,as we shall see,the transformationof
the cosmosinto a `mundus." In Deleuze,Gilles. `What Is Baroque?' in TheFold. Leibniz and the Baroque
(Athlone P., 1993)p. 29
180`At the sametime that it wastendingto obliteratethe strangeness
of the externalother, Western
found
interior
From
the
to
the
other.
classical
age
end
of romanticism(i. e. down to our own
an
civilization
day), writers and moralistshave continuedto discoverthat thepersonis not one - or is even nothing-that je
hall of mirrors..' in Todorov, Tzvetan. TheDiscoveryof America:
est un autre, or a simpleecho chamber,a
(Oklahoma:
the University of OklahomaPress,1999)p. 248
TheQuestionof the Other
18'Ibid. p. 5
t82`The word `Baroque',as I shall useit in this book, denotes,first of all, the predominantartistic trendsof
theperiod that is roughly comprehendedby the seventeenthcentury. ... Thoughthe earliestmanifestationsof
Baroqueart appearedwell beforethe year 1600,Mannerismwas still a living force in many Europeancentres
during the first decadesof the seventeenthcentury. The end of the Baroqueis even lessclear-cut than its
beginning. ... Yet thereis no doubtthat in generalthe impetusof the Baroquehad begunto slackenby the
last quarter of the seventeenthcentury.
If unity is to be discoveredwithin this diversity, it is evidentthat what we must look for is not any well...
defined uniformity of style, but theembodimentof certainwidely held ideas,attitudesand assumptions....
The Copernicanrevolution broughtin its train a senseof the infinite, which was to permeateseventeenthof infinity in this period than the
century art and thought.Nothing revealsmoreclearly the consciousness
interestin space,time and light.' Martin, John Rupert.Baroque (London: PenguinBooks, 1977)pp. 11-14
183'Amaica, continentede simbiosis,themutaciones,de vibraciones,de mestizajes,fue barrocadesde
siempre' [America, continentof symbiosis,of mutations,vibrations, of mixings, has always beenbaroque]
Carpentier,Alejo. La novela latinoamericanaen visperasde un nuevosiglo (Madrid: Siglo XXI, 1981)p. 123
'84Leclercq,C.: 2004, p. 476
185Shaw,R. and Stewart,C. : 1994,p. 1
186Paz,0.: 1988,pp. 34-43
187Ibid. p. 35
188Shaw,R. and Stewart,C.: 1994,pp. 1-26
189Benjamin, Walter. `The Task of theTranslator' pp. 253-266in SelectedWritings. Volume1: 1913-1926.
Edited by Marcus Bullock and Michael W. Jennings(Cambridge,Massachusetts,London:The Belknap Press
of Harvard University Press,1996)pp. 257-258
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190`... caught in between a `nativist', even nationalist atavism and a postcolonial metropolitan assimilation,
the subject of cultural difference becomes a problem that W. Benjamin has described as the irresolution, or
liminality, of `translation', the element of resistance in the process of transformation. ' In Bhabha, Homi K.
`How Newness enters the World: Postmodern space, postcolonial times and the trials of cultural translation'
in The Location of Culture (London and New York: Routledge, 1994) pp. 212-235

19'SeeBarnet,Miguel. Afro-CubanReligions(Princenton,NJ.: MarkusWeimer Publishers,2001)
and Castellanos,Jorgeand Castellanos,Isabel.Cultura AfroCubana. Volume3: Las Religionesy las lenguas
(Miami: EdicionesUniversal, 1992)
192In his
ethnographic works: El huracän, su mitologIa y sus simbolos (1947), La africania de la müsica
folklörica de Cuba (1950), Los bafflesy el teatro de los negros en el folklore cubano (1951), Los instrumentos
de la mzisica afrocubana (1952,5 vols. ).
193`Pues si Ortiz matiza su propio enfoque racista e intenta superar sus propios limites ideol6gicos, desea y
cuenta plenamente con la asimilaci6n de los negros, con su blanqueamiento racial y cultural... Para el, la parte
afrocubana de la poblaci6n cubana seguia constituyendo el residuo `primitivo' de una sociedad no-europea
dentro de una nacibn que era la prolongacibn de una naci6n europea, situada aträs en la via del progreso y de
la civilizaci6n, de la cual Europa y los EEUU encarnaban el modelo mäs acabado.' Leclercq, C.: 2004, pp.
396-397

[Even though Ortiz tonesdown his own racist approach and attemptsto overcomehis own ideological limits,
he totally wishesand promotes blacks' assimilation,with their racial and cultural whitening ... In his
opinion, theAfro-Cubanpart of the Cubanpopulation still constitutedthe `primitive' residueof a nonEuropeansocietywithin a nation that was theprolongation of an Europeannation, located behindin the way
to progressand civilisation, of which Europe and the United Statusembodiedits mostperfectedmodel.]
'94Bibliography on the Abakuäs or Ad igos: Cabrera, Lydia. La Sociedad Secreta Abakud narrada por viejos
adeptos (La Habana: Ediciones C. R., 1958) and Anaforuana: ritual y simbolos de la iniciaciön en la sociedad
secreta Abaku6 (Madrid: Ediciones R, 1975); Castellanos, Jorge and Castellanos, Isabel. Chapter III: `La
Sociedad Secreta Abakuä: los fläfligos' in Cultura AfroCubana Volume 3: Las Religiones y las lenguas
(Miami: Ediciones Universal, 1992) pp. 203-280 and Brown, David H. The Light Inside: Abakud Society Arts
and Cuban Cultural History (Washington and London: Smithsonian Books, 2003)

195Brown, D.: 2003,p. 14
196Ibid. p. 24
197Helg, A.: 1995,pp. 107-108,173-176;Walker, D.: 2004, pp. 65-68
199Many amongthe Afro-Cubanmiddle classesalso sharedthis view.
'99Ibid.
200Ortiz, Fernando.La Antigua FiestaAfrocubana del `Dia de Reyes'(La Habana:Ministerio de Relaciones
Exteriores,Departamentode AsuntosCulturales,1960)
201This perceptioncontinuedwell after 1959.For example,in SaraG6mez'sfilm De cierta manera(1973),
Abakuitsare representedas atavistsor primitive and, therefore,in contradictionwith the Cuban Revolution's
ideologiesof social progress.
202Abakuäinitiation speech,reproducedby Lydia Cabrerain Anaforuana: ritual y simbolosde la iniciacidn
en la sociedadsecretaAbakud (Madrid: EdicionesR, 1975)pp. 33 and 34: `Aquahay que respetara los
Cuatro Jefesprincipalesque son las GrandeePlazas:Mokongo, Iyamba,Isub, Isuneke.Y lassecundarias:
Mpeg6, Ekuet%n,Nkrlkamo, Mosongo,Abasongo,Nk6boro, Eribangand6,Mbäkara.Y hay que respetar
hastael ultimo hijo de Ekue, puestodos los abanekuessomoshermanosy usted tiene que serfiel hasteque
nankue(hastaque muera).En la Potenciaseraun hijo mäsy la Sociedadno puedeconsentirque dentrode ella
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tengaagravioscon otro hermano.Si dejaustedde contribuir con lo fijado ... nosveremosen la obligaciönde
despedirlopor medio de un oficio que le niega el derechoa serAbakuay no podrä poner los pies en esteni
en ningün otro Partido.Si no es ustedbuenhijo, si no atiendea su madre,que es lo masBrandequetiene un
hombre, y si abandonaa sus hijos ya su mujer, no merecerätampocoel apreciode sushermanos.Sepaque no
queremosguaposni cobardes,porqueel nänigono puededejarsemaltratar.Si ustedseenteraque un hermano
estäenfermo,no podrä dejarde socorrerlo.Tendräque respetara la piezade orden, al tambor Mpego.
Respeto,union, formalidad,palabray valor es lo que aqui se le exige. Y pi6nselobien, le repito.'
[Here you need to respect the four main chiefs who are the Great 'Plazas': Mokongo, lyamba, Isue, Isuneke.
You need to respect to the last son of Ekue, as we, all the abanekues, are brothers and you must be loyal until
you 'nankue' (until you die). In the Potencia' you are just one son among the many and the Society cannot
tolerate grievances between brothers. If you stop contributing to the agreed ... we will have to take your right
to be an Abakua and you wont ever be able to enter this or any other Party. If you are not a good son, if you
don't attend your mother, who is the most important person in the life of a man, and if you abandon your
children and your wife, you wont deserve the affection of your brothers. You need to know we don't want
'guapos' neither cowards, because the h6higo cannot allow to be mistreated. If you find out a brother is ill,
you cannot neglect to attend him. You will have to respect the piece of order, the drum Mpego. We demand
from you respect, unity, formality, word and courage. And think well about it, I remind you. ]

203In Walker, D.:2004, Chapter3: `RegulatingDomesticity: The fight for the family' pp. 59 104
204Cabrera,L.: 1975,p. 23 and Brown, D.: 2003,p. 22
205Brown, D.: 2003,pp. 237-242
206`... the narrativesof Cubannationalismitself. This narrative turns on the struggleout of old-world
controls, and the invention of tropesof nationalidentity, including the land, thepeasant,the Afro-Cuban, the
mulata, and so on. Theseare the tropesof mestizaje.... Abakuä Societyrepresenteda thorn in the sideof the
emergingbody politic, the story of theAbakuäSocietybeginsas an `African' form; its `whitening' causes
conflict; this conflict is resolvedas the Abakuä Societybecomes`mixed' or `integrated". Brown, D.: 2003,
pp. 237-242
207'What led Cuban whites to seekAbakuk initiation in the first place, and what now motivateswhite Abakuä
to veneratetheir `black roots'?' Brown, D.: 2003,p. 239
208Anderson,B.: 2006,pp. 5-12; Mosse,GeorgeL., Nationalism and Sexuality: Middle-ClassMorality and
SexualNorms in ModernEurope (Madison,WE University of Wisconsin Press,1985)
209Mosse,G.: 1985,p. 67
210I discussedthis issuein the `Introduction' to this thesis.SeeBrace,C. Loring. `Race'is a Four-Letter
Word. The Genesisof the Concept(Oxford, New York: Oxford University Press,2005)
211Ortiz, Fernando.El enganode las razas (La Habana:Editorial de CienciasSociales,1975)
212Leclercq,C.: 2004: pp. 468-69
213It is worth reproducingthe crudenessof the ideologiesof miscegenationimpregnatingthis text's
intentions:
`Caracteristicapeculiar de la conquistaespafiolaen America fue la de haberserealizadocon la (mica
presenciadel hombre, y por ello, con exclusion de la mujer. De ahi que desdelos mis remotostiemposse
iniciara en estassociedadesuna amalgamade razas,primero de hombresespaholescon mujeresindigenas,y
cuandoestasse fueron extinguiendo,y no eransustituidasper blancas,con negras.
procesode mulatizaciönmuy significativo ...:
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Regocijemonos de ser asi como at oleo, porque el mulato ha venido a constituir la tercera forma de liberaciön
6tnica, la mäs etnica de todas, por racial y por nacional, restableciendo el equilibrio, un equilibrio dinämico blanco y el negro, y liberando at uno y at otro. El cubano blanco ante el mulato debe sentirse
... - entre el
menos absoluto; el negro cubano ante el mulato, menos inferior at blanco.

El mulato ha venido como a liberar at blanco de su codicia,de su antiguairacundia y de su nuevasoberbia,y
at negro de su miseria, de su antiguorencory de su nuevo resentimiento.El papelmäsjunto del mulato
consiste,a mi juicio, en mirar con un ojo de comprensiönhaciaarriba y con otro de hermandadhaciaabajo.A
61le corresponde,..., el verdaderopodermoderadory de solidaridadnacional.
El mulato ha representado la equilibrada historicidad en el sentimiento de Patria y la conciencia de Naciön. '
[A peculiar aspect of the Spanish conquest in America was its realisation with just the male presence, and
exclusion of women. This is why since the first moments there was in these societies a blend of races, first of
Spanish men with indigenous women, and when they started to disappear, they were not replaced by white
women, but with black women.
of `mulatisation' very significative...:
... a process
Lets congratulate ourselves to be like this oil painting because the mulatto has come to reconstitute the third
form of ethnic liberation, the most ethnic of all of them, because of racial and national, re-establishing the
equilibrium, a dynamic equilibrium - ... - between the white and the black, and liberating the one and the
other. The white Cuban before the mulatto must feel less absolute; the black Cuban before the mulatto, less
inferior to the white. The mulatto has come to liberate the white from his greed, his old irascibility and his
new arrogance, and the black from his misery, his old hatred and his new resentment. Thefairer role for the
mulatto consists, to myjudgement, to look with an understanding eye upwards and with a fraternal one
downwards. To him corresponds,... the truth power of moderation and national solidarity.

Themulatto has representedthe harmonioushistoricity in thefeelings of motherlandand the national
]
consciousness.
Entralgo, Elias. `La mulatizaciön cubana' Estudios Afrocubanos. Selection de Lecturas de Lazara Menendez.
Tomos 1,2,3 and 4 (La Habana: Universidad de La Habana, 1998) pp. 174-183. This is a fragment of a
in 1942 and later turned into a book: La liberation etnica cubana, published in
speechgiven by Entralgo
1953.
214Kutzinski, V.: 1993, p. 7
215Ibid. p. 165

216FedericoMiahle was a Frenchlithographerworking in Cubaduring the nineteenthcentury. He wasthe
author of thePicturesqueAlbum of theIsland of Cuba,from wherethis image comes.SeeMenocal, Narciso
G. `An Overriding Passion:The Quest for a National Identity in Painting' in TheJournal of Decorativeand
PropagandaArts, Vol. 22, CubaTheme Issue(1996)pp. 186-219
217Ireme is the AbakuAdescribedas spirit messenger.It appearsperforming dressedin the traditional sac, also
called freme sac.For Euro-Cubanswould be the `diablito' or `little devil'. Brown, David H. TheLight Inside:
AbakuäSocietyArts and Cuban Cultural History (Washingtonand London: SmithsonianBooks, 2003) p. 115
218In the play, the black `catedrätico'(black professor)usesa languagethat, althoughit soundspompous,is
incorrect. `Thesevaudeville plays did not usuallyfeaturebozales(`unseasoned'Africans) or negrosde nation
(blacks who belongedto specific African cultural communities),but focusedinsteadon ridiculing thesocial
pretensionsof the ultrarefined,citified catedrdticosand the curros, who were much closer to certainNorthAmerican minstrel typessuchas the `black dandy' ... ' Kutzinski, V.: 1993,p. 43
219`The right of coartaci6n - of accepting,that is, the virtual freedom of the slaveafter receiving a fraction of
his value - wasa Hispano-Americaninstitution, and not a Spanishor Mediterraneanone. It had no equivalent
in North America where indeedplantersoften did not recognizetheir own illegitimate children, much less
emancipatethem. Coartaciön seemsto have originatedin Cubain the 1520sand to have spreadfrom there
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with some variations to other Spanish colonies. Other rights possessedby slaves in Cuba as in other Spanish
colonies included that of changing their master for a new one if such could be found, while the children of
slaves by free women (and men) became automatically free.
The consequence was a substantial number of free Negroes and mulattoes in Cuba: possibly 20,000
in comparison with a slave population of 32,000. This again was a complete contrast with the British and
French West Indian islands, where the free black population was insignificant. ' Thomas, H.: 2002, pp. 24 and
25
220See Stubbs, Jean. `Race, Gender and National Identity in Nineteenth-Century Cuba: Mariana Grajales
Cuello and the Revolutionary Free Browns of Cuba' in Nancy Naro (ed.). Blacks and Coloured in the
Formation of Nacional Identity in Nineteenth-Century Latinoamerica (London: ILAS/Palgrave, 2003) pp. 95122
221Extract from an article by Ontiano Lorcas. `Los diablitos o el dia infernal en la Habana'. Prensa de la
Habana 6, Enero, 1859 and reproduced by Ortiz in Ortiz, Fernando. La Antigua Fiesta Afrocubana del 'Dia
de Reyes' (La Habana: Ministerio de Relaciones Exteriores, Departamento de Asuntos Culturales, 1960) pp.
12-13
222Levine, Robert M. Images of History. Nineteenth and Early Twentieth Century Latin American
Photographs as Documents (Durham and London: Duke University Press, 1989) p. 140
223See Goldberg, David Theo. `Introduction: Multicultural Conditions'. In Multiculturalism: A Critical
Reader, ed. David Theo Goldberg, (Oxford: Blackwell, 1994) pp. 1-41; Todorov, Tzvetan. On Human
Diversity: Nationalism, Racism, and Exoticism in French Thought. (Cambridge, Mass.: Harvard University
Press, 1993) pp. 390-191 and"Race', Writing and Culture' in 'Race', Writing and Difference, ed. Henry
Louis Gates Jr., (Chicago: University of Chicago Press, 1986) pp. 370-380. Also, Ford, Richard T. Racial
Culture. A Critique (Princeton and Oxford: Princeton University Press, 2005) pp. 18-19

224
While also guaranteeingrespectfor the rights and freedomsof individuals.
223Helg, Aline. 'Constituciones y präcticas sociopoliticas de las minorlas de oriien africano: una comparaci6n
entre Colombia y Cuba' in Utopia para los excluidos: el multiculturalismo en Africa y America Latina. Jaime
Arocha (ed. ) (Bogota, D. C.: Facultad de Ciencias Humanas, 2004): `En cuanto a Cuba, aunque se califica a su
poblaci6n afrodescendiente como minoria, en realidad son hoy la mayorfa de la poblaci6n cubana'.

La Constituci6nsocialistsde Cubaque afirma la unidadnacionaly niega la diferencia,y la Constituci6n
Colombianade 1991que proclamala existenciadeuna Naci6n multidtnicay multicultural.' pp. 23-24
226This title alludes to a popular Cubansong 'De dondeson los cantantes'
117G6mezNavia, Raimundo.`Lo haitianoen lo cubano' in De döndeson los cubanos(La Habana,Editorial
de CienciasSociales,2005) pp. 5-52
228
Chailloux, Gracielaand Whitney, Robert. `British subjectsy pichonesen cuba' in De dondeson los
cubanos.pp. 53-116
1 Chang,Federico. `La inmigraci6n chinaen cuba. Asociacionesy tradiciones' in De dondeson los cubanos.
pp. 117-164
230CorralesCapestany,Maritza. `Cuba:parafsorecobradoparalos judlos' in De dondeson los cubanos.pp.
165-231
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23'Schwarz,Rosalie.PleasureIsland., Tourismand Temptationin Cuba. (Lincoln: University of Nebraska
Press,1997)pp. 154-159
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232Josep Lluis Sert was at the time a follower of Le Corbusier based in the United States, though of Catalan
origins. He later designed very relevant examples of late modernist architecture in the North America, such as
the Peabody Terrace Married Students' Housing (1963-1965), Harvard University, and Eastwood (19711975) on Roosevelt Island, New York City. Most of the Spanish and English-translated Spanish texts where
he has been named use the Spanish version of his name, Jose Luis Sert, as for example in Scarpaci, J.L., Segre
R., Coyula M., Havana. Two Faces of the Antillean Metropolis (New York, Toronto, Singapore: John Wiley
& Sons, 1997) p. 80

233SeeSegre,Roberto.`Descolonizaciönde la ciudad' in Transformaciönurbana en Cuba: La Habana.
(Barcelona:Editorial GustavoGili, 1974) (Reproductionof numbers340,341 and 342 of thejournal
Arquitectura/Cuba,La Habana,1972-1973)pp. 1-4
234SeeKhan, Hasan-Udin. TheInternational Style.ModernistArchitecturefrom 1925to 1965(London:
Taschen,1998)
235Scarpaci,J.L., SegreR., Coyula M.: 1997,p. 79
236As describedby JaneJacobs,CharlesJencksand RobertVenturi.
237SeeSegre,Roberto.La arquitecturade la RevoluciönCubana(Montevideo:Universidadde La Republica,
Facultadde Arquitectura, 1968),Transformaciönurbana en Cuba: La Habana (Barcelona:Editorial Gustavo
Gili, 1974)and Segre,R., Coyula,M. and Scarpaci,J. L. Havana: TwoFacesof theAntillean Metropolis
(Wiley, Chichester,1997)
238On Forestier's plans in Havana see Lejeune, Jean-Francois, Beusterien, John and Menocal, Narciso G.
`The City as Landscape: Jean Claude Nicolas Forestier and the Great Urban Works of Havana, 1925-1930 in
The Journal of Decorative and Propaganda Arts, Cuban Issue, No 22 (1996), pp. 150-185 and Segre,
Roberto. 'La Habana siglo XX, de la ciudad burguesa a la ciudad proletaria'. La Ciudad. Concepto y obra. VI
Coloquio de Historia del Arte (Mexico: Instituto de Investigaciones Esteticas, UNAM, 1987) pp. 187-210

239Lejeune,J.F., Beusterien,J. and Menocal, N.G: 1996,p. 155
240On Neo-classic architecture and urbanism see Summerson, John. The Classical Language ofArchitecture
(London: Thames and Hudson, 1980); Wilson, W. H. `The Ideologies and Aesthetics of the City Beautiful
Movement' in The City Beautiful Movement (Baltimore: Johns Hopkins University Press, 1989) pp. 75-95 and
Ive, Graham. `Urban classicism and modem ideology' in Architecture and the Sites of History. Interpretations
by lain Borden & David Bunster (Oxford and London: Butterworthof Buildings and Cities. Edited
38-52
Ltd.,
1995)
Heinemann
pp.

241GerardoMachado,a military commanderofficer turned politician who becamethe presidentof the Cuban
Republicas the liberal candidatein 1922,after having servedas deputychief of the armedforces and later,
Minister of Interior. In 1928he securedhis re-election,turning his mandateinto a straightforwardmilitary
dictatorship.In 1933he was forcedto standdown after the country went through a generalstrike andgeneral
social unrest.Gott, R: 2004,pp. 129-135
242`... neoclassicarchitectureevokedAmerican history and spoketo the late-nineteenth-centuryurbanelite.
Classicconstructionevokedthe American pastbecauseit was firmly in the architecturaltradition from
colonial times. It floweredthrough the late 1840sbefore giving way to eclecticism.Although the Greek
orderswere popular,Romanmodesalso found favor. The differencesbetweenthe classicismof the early
are differencesof degree,not of
nineteenthcentury and the neoclassicbuildings of the American Renaissance
historical
heritage
the
United
States
in a way that the Gothic,
kind. Classicarchitecturesymbolized
of the
it
Romanesque,
or commercialstyles nevercould. ... expresseda romanticattachmentto Greeceand Rome
and, by extension,to the Renaissancecity-state.The attachmenthaslessto do with governmentalforms and
' Wilson, W.H.: 1989,p. 89
morewith assumedsimilarities of political thought and social achievement.
711Summerson,John. TheClassicalLanguageofArchitecture (London: Thamesand Hudson, 1980)p. 93
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244See Manieri-Elia, Mario. `Towards and `Imperial City': Daniel H. Burnham and the City Beautiful
Movement' in Ciucci, Giorgio, Dal Co, Francesco, Manieri-Elia, Mario and Tafuri, Manfredo et al. The
American City from the Civil War to the New Deal (Cambridge, Massachusetts: MIT Press, 1979) pp. 46-63
245Anderson, Benedict. Imagined Communities (London and New York: Verso, 2006) p. 191

246Gott, R.: 2004,pp. 128-129and Thomas,H.: 2002,pp. 328-335
247Gott, R.: 2004, pp. 71-112and Thomas,H.: 2002,pp. 147-197
248Miguel de Cespedes,GerardoMachado'sprivate secretary,quotedin UnProyecto Singular. El Capitolio
deLa Habana (Edyfoat S.L., ElectraVitoria, 1996)
249`From the time of ThomasJefferson'sfirst administrationin 1801,influential elementsin the United States
regardedthe `Pearlof the Antilles' with an interestthat went beyondmeretraderelations. [... ] A strong
power in possessionof Cuba,they argued,would control the traderoutes,cut off American tradewith the
West Indies, block the Mississippiand threatenthe easterncoastof the United States.To staveoff a future
menace,the United Statesshouldtake stepsnow to acquireCuba.' Foner,Philip S. A History of Cubaand Its
Relationswith the UnitedStates.Volume I (InternationalPublishers,New York, 1962)pp. 124-125
250That was how Karl Marx and Friedrich Engels represented `History' in Marx's The Eighteenth Brumaire
of Louis Napoleon (1852), Engels' in the The Peasant Question in France and Germany (1894). Also in the
book co-written by both The Communist Manifesto (1848). In: http: //marx. eserver.org/

251Tafuri, ManfredoArchitecture and Utopia. Designand CapitalistDevelopment(The MIT Press,
Cambridge,Massachusetts
and London, 1976)pp 30-35
252SeeHannahArendt's discussionson theseprinciples in Arendt, Hannah`FoundationI:
ConstitutioLibertatis' in On Revolution(Westport,Connecticut:GreenwoodPress,1982) pp. 139-178
253He gives the exampleof ThomasJefferson'saspirationsfor the newly formed nation,more connectedto
theutopianism of the first religious communitieswho settledin North America than to thenew type of society
now developing.Tafuri, M.: 1976,pp.25-30
2S4
`In Washington,thenostalgic evocationof Europeanvalueswas concentratedin the capital of a society
whosedrive to economicand industrial developmentwasleading to the concreteand intentional destruction
of thosevalues....
New York, Chicago,and Detroit are left to be the protagonistsof development.' Tafuri, M.: 1976,pp. 34...
35
us SeeVale, LawrenceJ. Architecture,Power, and National Identity (New Haven& London: Yale University
Press,1992): `The perceivedneedto make architectureand urban designservepolitics is most salientin those
countrieswhere the form of politics is new and the forms of architectureare old, ... ' p. 9
Also Edelman,Murray. `Spaceand the Social Order' in Journal ofArchitectural Eduation 32, n.2
(Novemeber1978) pp. 2-7: `[public buildings] catalyzethecommon searchfor clarity, order and
predictability in a threateningworld' p. 3
256Benedict,A.: 2006,pp. 192-193
257For example,travel writer ClaudiaLightfoot fmds strangethe fact that this building is not accompaniedby
other featuresnormally characterisingmonumentalcities in the West:
`The Capitolio is somehowan odd building to fmd in Havana.Thereis somethingabout it that doesn'tfit the
city. For one thing, it looks out of proportion.It is so enormousand monumentalcomparedwith otherpublic
buildings that it looks as though it hasendedup in the wrong place.The other strangething aboutthe
Capitolio is its ratherhumble setting.It is a building crying out for spacious,landscapedgroundsand a wide,
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dignified approachingavenue,perhapsleading down to the seafront,[...]' Lightfoot, Laura. Havana (Signal
Books, London, 2002) p. 159
258The `26`hof July' leaders could see through this symbolically charged building and decided, after taking
over in January 1959, to alter its use and therefore its political relevance. As in the case of the Capitol in
Washington, the Capitolio in Havana housed first the Cuba's Senate and later the House of Representatives.
After 1959, it became the headquarters of the Academy of Medical, Physical, and Natural Sciences as well as
the Cuban National Natural History Museum. It was not by chance that the new government decided to strip
the building of any political function, as this would have clashed with the image of a newly regained national
independence. See Llanes, LLilian. Havana: Then & Now (San Diego: Thunder Bay Press, 2004) pp. 92-93
259`Not all designed capitals have been constructed in the aftermath of an independence movement, though
the symbolics of city building and nation building often do seem to be synchronized. In some cases,especially
in Latin America, the decision to design a new capital city has been taken well after the cessation of colonial
rule, motivated more by dreams of economic development of the country's hinterland than by regional and
ethnic rivalries. ' Vale, Lawrence J. Architecture, Power and National Identity (Yale: Yale University Press,
1992) p. 44

260Gott, R.: 2004,pp. 125-129and Thomas,H.: 2002,pp. 323-339
26'Gott, R.: 2004,pp. 129-134;Thomas,H.: 2002,pp. 336-370
262This developmenthad alreadystartedin the first decadeof the century, and it spedup with the beginning
of the prohibition yearsin the United Statesin 1919.SeeSchwarz,Rosalie.PleasureIsland.- Tourismand
Temptationin Cuba. (Lincoln: University of NebraskaPress,1997): `In the four yearsbetweenJuly 1928and
July 1932,Cuba'snearly six hundredthousandtouristsincludedBoy Scouts,doctors,teachersand students
on summerholiday, sportsfigures, .. and families enticedby bigger and more sophisticatedadvertising
campaigns,...' p. 68
1' Jencks,C. TheLanguageof Post-modernArchitecture(London: AcademyEditions, 1977) p. 13
264`In Chicago an attempthad beenmadeto achievevisual and dimensionalcontrol of the skyscraper,an
organismthat, by its very nature,defies all rules of proportion;in New York, the ascendinglines of force of
this organismof potentially infinite development,were given free reign; the isolation of the Woolworth
Building is in perfect accordwith this concept....
[. ]
to formal languagethat could adequatelypublicize and exalt the concentrationof
... architectsresorted a
the
expressed,... ' Tafuri, Manfredo.`The DisenchantedMountain: The Skyscraperand the
skyscraper
capital
Giorgio,
Dal Co, Francesco,Manieri-Elia, Mario and Tafuri, Manfredo et al. TheAmerican
City' in Ciucci,
Civil
War
MIT Press,1979)pp. 389 - 391
Cityfrom the
to the NewDeal (Cambridge,Massachusetts:
765They had also designedthe BreakersHotel in PalmBeach.SeeLacey, Robert.Little Man. Meyer Landry
and the GangsterLife (London: Century, 1991)p. 231
266SeeSegre,Roberto,Coyula,Mario and Scarpaci,JosephL.: 1997,pp. 49-86
26'SeeNorbert Messler'sessayTheArt Deco Skyscraperin New York (PeterLang, EuropeanUniversity
Studies,Frankfurt/M. Bern, Vol. 25,1983)
268According to promotional material they included:Ava Gardner,Frank Sinatra,JohnnyWeissmuller,
BusterKeaton, JoseMujica, JorgeNegrete,Agustin Lara,Tyrone Power, Rbmulo Gallegos,Errol Flynn,
Marlon Brando, ErnestHemingway,SantosTraficante,Meyer Lansky, Lucky Luciano,Frank Costello,the
Windsor Duchesse,AlexanderFleming and Winston Churchill.
Seehttv://www. hotelnacionaldecuba.
com/en/histoiy.=
269CabreraInfante, Guillermo. Three TrappedTigers(London: PanBooks, 1980) p. 192
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270Alvarez Tabio, Enma. La invention de La Habana. (Barcelona: Editorial Casiopea, 2000) pp. 135 and 193
271In Roberto Segre and Enma Alvarez Tabio floridizaciön means adoption of architectural features
characteristic of the Florida area in the United States, mainly within the private housing sector. This process
was enhanced towards the end of the 1950s with the construction of the Capri, Riviera and Hilton hotels.
Regarding these hotels, Alvarez-Tabio writes: `... introducirian en el paisaje arquitectönico de La Habana el
kitsch monumental de las construcciones de Morris Lapidus en Miami Beach. ' Ibid. pp. 329-330
272This fact has been pointed out by, for example, Eliana Cardenas in En la Büsqueda de Una Arquitectura
National. (La Habana: Editorial Letras Cubanas, 1991). See also, Segre, Roberto `La Habana siglo XX, de la
ciudad burguesa a la ciudad proletaria'. La Ciudad. Concepto y obra. VI Coloquio de Historia del Arte
(Mexico: Instituto de Investigaciones Esteticas, UNAM, 1987) pp. 188-210. p. 192
273On the dominant cinematography watched in Cuba before 1959 see Chanan, Michael. `Melodrama and
White Horses' in Cuban Cinema. (Minneapolis, London: University of Minnesota Press, 2004) pp. 68-89

274SeePalmer,Barton. `The Conceptof Noir' in Hollywood's Dark Cinema: TheAmericanFilm Noir (New
York, Oxford: Maxwell Macmillan International,1994)pp. 1-31
275However, Sietemuertesa plazofijo is not a noir film, in the sameway that Havanawasnot a North
American city. It is morea caricatureof the genreas seenthroughthe cultural filters of the region. Murders
do not really happen,dangersare only imagined. Oncewe realiseit is all just a comic parody the city stops
being anothercinematicversionof Chicagoor Bostonand returnsto its most defining genre:cabaret.
276Through nationalisationsand political infighting. SeeGott, R.: 2004,pp. 833-883
277Suchglamorisationwasnot exactlynew, as it hasbeennoticed by ElianaCardenasin her short essayla
büsquedade una arquitectura national. (Editorial LetrasCubanas,La Habana,1991)p. 12: `No obstante,
hacialos anos treintacomienzaa mostrarseinters por la arquitecturade la etapacolonial, y aunquecon un
sentidoeminentementehistoricista,constituyeun modo de acercamientoa lasraicesde la arquitectura
producidaen el pals, como una alternativaa los cödigos europeosque habianprovocadouna rupturacon
valoresasentadospor una tradition detres siglos. Eseinterdsserefleja en tres aspectos:la apariciön de
de
las
laboresde conservationde edificacionesde la
estudiossobrela arquitectura esaetapa; primeras
de
formales
de eseperiodo, sobretodo del siglo XVIII, y que
colonia; y la incorporaci6n algunoselementos
del
seinsertanen la estructuracompositiva eclecticismo,como una variablemasde los cödigosformales
decorativos.'
[However,by the 1930san interestfor the architecturefrom thecolonial era beginsto show and, though with
an eminenthistoricist character, it constitutesa searchfor the roots of the architectureproduced in the
country, as the alternative to the Europeancodesthat had produced a rupture with valuesestablishedby a
tradition of threecenturies.Thereare three aspectsthat manifestthis interest: the creation of studies on the
architecturefrom that era; thefirst works of conservationof colonial buildings; and the incorporation of
someformal elementsfrom that period, particularly from the eighteenthcentury, which are insertedin the
compositionalstructureof eclecticism,as another variable in the decorativeformal codes.]
278Carpentier,Alejo. La Ciudad de las Columnas(Editorial LetrasCubanas,Havana, 1982)pp. 13-14.
r''' SeeKelemen,Pal.Baroqueand Rococoin Latin America (New York: McMillan, 1951)and Sebastian,
Santiago.El Barroco Iberoamericano(Madrid: EdicionesEncuentro, 1990)
280`The baroquehasno senseof the significanceof individual forms,only for the moremutedeffect of the
whole. The individual, definedand plastic form hasceasedto matter; compositionsare in the masseffectsof
light and shadeand the most indefinite of all elementshave becomethe real meansof expression.Baroque,
that is, lacksthe wonderful intimacy of empathicresponseto every single form which wascharacteristicof
It does not feel the architecturalbody in the senseof following sympatheticallythe function
the Renaissance.
image of the whole. The effect of light assumesa greater
of eachmember;ratherit keepsonly to the painterly
Heinrich. Renaissanceand Baroque (1888) (Collins, London, 1984) p.
form.
'
Wölfflin,
than
the
significance
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281`Increasingsizeis a commonsymptomof art in decline;or, moreaccurately,art is in a stateof decline
from the momentthat it aspiresto massiveness
throughcolossalproportions.' Ibid. p. 39
282Deleuze, Gilles, `What Is Baroque? ' in The Fold. Leibniz and the Baroque (Minnesota: University of
Minnesota Press, Athlone P., 1993) p. 32
283D'Ors, Eugenio. Lo Barroco (Madrid: M. Aguilar Editor, 1944) p. 36

294
The Lacanian`other', as discovereddifferenceinternalisedthroughidentification. Seefootnote32 from
`Introduction'.
285Of Russianmotherand Frenchfather, he wasbroughtup betweenCubaand Europe.
286On Carpentier and surrealism see Birkenmaier, Anke. Alejo Carpentiery la cultura del surrealismo en
America Latina (Madrid: Iberoamericana, 2006) and Müller-Bergh, Klaus `Corrientes vanguardistas y
surrealismo en la obra de Alejo Carpentier' in Alejo Caºpentier: estudio biogrc fico-critico (New York: Las
Americas, 1972) pp. 13-38

287SeeArcher-Straw,Petrine.Negrophilia: Black Culture and Avant-GardeParis (London: Thamesand
Hudson,2001) pp. 134-157
'

Ibid. pp. 135-136

289LezamaLima, Jos6.`La curiosidadbarroca'in La expresiönAmericana(Santiagode Chile: Editorial
Universitaria, S.A., 1969)pp. 33-57
' Duno Gottberg,Luis `(Neo)barrococubanoe identidad.El periplo de Alejo Carpentiera SeveroSarduy'
in Barrocosy Modernos:nuevoscaminosen la investigaci6ndel Barroco iberoamericano.PetraSchumm
(ed.) (Madrid: VervuertIberoamericana,1998)pp. 307-320
29'Ibid. p. 311
292In the book La müsica en Cuba(1946) and his poetic fiction Concierto barroco (1974)
293Corey Shousealso usesthis argumentin her essay`Barroco,no barrocoy transculturaciön':`... es fäcil
entenderque muchosde los componentesestilisticosdel arte barroco: ... el use de la metäforaque sincretiza
de diversosestilos,gCnerosy momentoshist6ricos la deformaciöny representaci6n
la
...
... mezclade
transgresora modeloscläsicos ... la importanciadel artificio carnavalesco... podrlan servir al escritor
como un conjuntode recursost6cnicosy estilisticosaptosparadesarrollarun proyectoliterario vinculado a un
continentemarcadopor el mestizajecultural.' Shouse,Corey. `Barroco,no barrocoy transculturaciön'in
Barrocosy modernos:nuevoscaminosen la investigaci6ndel Barroco iberoamericano.PetraSchumm(ed.)
(Frankfurt am Main, Vervuert, Madrid: Iberoamericana,1998) pp. 321-336:p. 328
[... it is easyto understandthat many of thestylistic aspectsof baroqueart: ... the use of the metaphorthat
syncretises...the blendof diversestyles,genresand historical moments... the deformationand
representationof theclassical models... the importanceof thecarnival artifice ... could serve to the writer as
a group of technicaland stylistic strategiesable to developa literary project linked to a continent already
markedby cultural mixing.]
294Alvarez Tabio, Enma.lnvenciön de La Habana.(Barcelona:Editorial Casiopea,2000) pp. 326-338
"s Sarduy,Severo.Barroco (BuenosAires: Editorial Sudamericana,1974)p. 59
Alvarez Tabio, E.: 2000, p. 336
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century, is particularly useful because it holds in itself the two contradictory elements of the age. First, the
abstract mathematical and methodical side, expressed to perfection in its rigorous street plans, its formal city
layouts, and in its geometrically ordered gardens and landscape designs. And at the same time, in the painting
and sculpture of the period, it embraces the sensuous,rebellious, extravagant anti-classical, anti-mechanical
side, expressed in its clothes and its sexual life and its religious fanaticism and its crazy statecraft. Between
the sixteenth century and nineteenth century, these two elements existed together: sometimes held in tension
within a larger whole. ' Mumford, Lewis. `The Baroque City' (excerpts from The City in History, 1961) in The
Lewis Mumford Reader. Edited by Donald L. Millar (University of Georgia Press, Anthen and London, 1995)
p. 132

298Mumford, L. `The Lessonsof WashingtonD.C.' in TheCity in History (1961): 1995,p. 153
29 Ibid.
300Mumford, L. The City in History (London: Penguin Books Ltd., 1973) p. 118. My Italics.

301Jacobs,Jane.TheDeath and Life of GreatAmerican Cities (JonathanCape,London, 1962)pp. 187-188
302In architecture:The term eclecticismis generallyusedto describethe combinationin a singlework of
elementsfrom different historical styles.However, authors,suchas for exampleWalter Kidney, describeit
also asthe existencein the sameurban spaceof buildings, public and private,designedfollowing different
regional and historical styles:
`In Florida and California, wherethe Spanishpastwasromanticized,the full rangeof Spanish,or at leastof
Mediterranean,styles wasequally common.In the Southwest,a Pueblostyle flourished for a while, and in the
New Orleansareaa Creole.Partsof the country wherethe earliestbuildings were mid-Victorian - and thus in
deepdisgrace- tendedto choosearchitecturalstyles under theother, more universaland evenmore
important, aspectof cultural context:the historic backgroundof the building type. When style wasthus
determined,a housewas usuallyGeorgian,Tudor,or Cotswold (Anglo-Saxonhomeatmosphere),unlessit
was a mansionand intendedto look like one, in which caseit might have beenJacobeanor one of the Louis
(aristocracyof wealth). A church- if not Colonial- would, for an old and ritualistic sect,be Gothic (Christian
heritage);if it wasfor somenew sect,lie the Christian Scientists,it might be decentlybut noncommittally
wrappedin somethingclassical.A synagogue,in the absenceof a true Hebraic architecture,wasusually
Byzantineor Moorish. A schoolwasTudor or Jacobean(Oxford, Eton). A theatrewas eitherLouis XV
(courtly diversions)or - especiallyif a movie house- somethingutterly fantastic,with somesort of highpressureMediterraneanBaroqueproviding thenorm (palaceof illusions). For the centercity, classicismwas
long thenear-universalsolution; a cluster of styles,ratherthan a single style, it clothed the museum,the
library, the memorial structurein cool eternalbeauty,but broke into rustications,ressauts,and swags,giant
ordersand Renaissancecornicesfor the moreworldly office buildings, the bank, the apartmenthouse,the
theatre,the clubhouse,and the town mansion.It had mannersfor both the placesof contemplationand secular
solemnity and the placesof sociability and business.' Kidney, Walter C. TheArchitecture of Choice:
Eclecticismin America 1880-1930(New York: GeorgeBraziller, 1974)pp. 2-3
303Segre,Roberto,Coyula, Mario and Scarpaci,JosephL.: 1997,pp. 65-72
304`... theword syncretismis largely usednow as a technicalterm in the history of religion, and, aboveall,
differ from
ancientreligions,when it is still used in the history of philosophyit seemson thewhole not to
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305CharlesJencks,in his descriptionand defenceof a post-modernarchitecture,also usesthe term eclecticism
as meaningsynthesis.He distinguishesbetweensimple eclecticism,without a clear purpose,and adhocism:
`Certainbuildings of Le Corbusierdefinitely articulate this kind of experience,but they do so with a Purist
languagepurgedof symbolic signs,writing and vulgarity. By contrast,the buildings of Venturi and his team
use an inclusive languagewithout attemptingmuch of a reconciliation betweenopposedmeanings.Only one
I'd
architectmanagesto be convincingly profound with a hybrid language,Gaudi; but before discussinghim,
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like to instance several examples of this language itself since it is the precondition for an inclusive
architecture.

In generaltermsit can be describedas a radical eclecticism,or adhocism.Various parts,stylesor
sub-systems(existing in a previouscontext) are usedin a new, creativesynthesis.Radicaleclecticismstresses
the aspectthat thesepartsmust find a semanticjustification; eclecticismin itself is a senselessshuffling of
styles,as incoherentas Purism,its opposite.Adhocismstressesthe aspectthat thesepartsmust be unified
creatively for a specific purpose(the definition of ad hoc).' Jencks,Charles.TheLanguageof Post-Modern
Architecture(London: AcademyEditions, 1977)pp. 91-92
306`Purist architecturewaspartly a reactionagainstnineteenth-centuryeclecticism.Gothic churches,
banks,and Jacobeanmanorswere frankly picturesque.The mixing of stylesmeantthemixing of
Renaissance
in historical styles,buildings evokedexplicit associationsand Romanticallusionsto the past
Dressed
media.
literary,
to convey
ecclesiastical,national,or programmaticsymbolism.' Venturi, Robert,ScottBrown,
Deniseand Izenour,Steven.Learning From Las Vegas(Cambridge,London:M. I. T. Press,1972)pp. 1-2
307As in the distinction I madein ChapterII betweenmestizaje,creolizationand multiculturalism.
308Sadler,Simon. TheSituationistCity (The MIT Press,Cambridge,Massachusetts,
London, 1998)
p. 110: `A TechnologicalBaroque': `The senseof the baroquerunning throughtheir aestheticpreferences,
from the PalaisIdeal to Jom's garden,wasrecognizedby the situationiststhemselves,who empathizedwith
the `exemplary' work of `Mad' King Ludwig II of Bavaria, whosemost famouswork, the fantasycastleof
Neuschwansteinin the GermanAlps, inspiredthe centrepieceof Disneyland.Ludwig's architecture,Debord
felt, had `a baroquecharacter,that one always finds so markedin essaysupon an integral art.' `In this
respect,' Debordwent on, `it is significant to note the relationsbetweenLudwig of Bavaria and Wagner,who
the total work of art.'
would himself researchan aestheticsynthesis'- in other words, the Gesamtkunstwerk,
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`Chtcheglov considered that the new city of situations `would be the baroque stage of urbanism considered as
a means of knowledge and a means of action. ' p. 112

3(1Sarduy,S.: 1974,p. 103
310SeveroSarduywent to Europein 1960with a scholarshipfrom the Cubangovernment.However,he
remainedin France,after the activepersecutionof homosexualsby the new regime of Cubabecameclear. He
lived in Franceas a political exiled, wherehe died in 1993.SeeMachover,Jacobo.`El periplo cosmopolitade
SeveroSarduy' in La memoriafrente al poder: escritorescubanosdel exilio. Guillermo CabreraInfante,
SeveroSarduy,ReinaldoArenas (Valencia: Universitatde Val6ncia, 2001) pp. 63-102
311Segre,Roberto.Diez aflosde arquitectura en CubaRevolucionaria(La Habana:EdicionesUnib n, 1969)
p. 53
312Antoni Kapcia describesthe usesof walls in Havana,and thewhole of Cuba, depictingpro-Revolution
political statementsas `mundanization'of revolutionaryideology, making that ideology part of the citizens'
every-dayexperiences.As I understandit, they are also an attemptto visually equateHavanawith the
tradition of mainly left-wing inspiredpolitical resistanceand uprising in cities (for example,May 1968Paris).
SeeKapcia, Antoni. Cuba: Island of Dreams (Oxford, New York: Berg, 2000) pp. 266-268
"' See`La Habanametropolitana,un instrumentoparael desarrollode Cuba socialista'in Transformaciön
urban en Cuba: La Habana (Barcelona:Editorial GustavoGili, 1974)pp. 76-135
314Segre,R.: 1968,pp. 8-9
315Ibid, p. 6.
316

gen de cubaniaderivadade una complejaelaboraciönintelectual,como es el casode las escuelas
nacionalesde arte, dondesemanejael conceptode sensualidadtropical, expresadosimbblicamenteo
mediantemetäforasdirectas,ademasde la recuperaciöndel patio centraly lasgalerfas,solucionesque se
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destacanen la Escuela de Artes Plästicas.' Cardenas, Eliana. En la Büsqueda de Una Arquitectura Nacional.
(Editorial Letras Cubanas, La Habana, 1991) pp. 22-23
[... image of cubania derived from a complex intellectual elaboration, as in the case of the national schools of
arts, where the concept of tropical sensuality is used, symbolically expressed, or through direct metaphors,
apart from the recuperation of the central patio and the galleries, solutions that stand out at the School of
Visual Arts. ]

317RobertoSegreexplainsthe purposesand principles guiding the designof theNational Schoolsof Art as
follows:
`Las Escuelas Nacionales de Arte forman el conjunto mas polcmico y espectacular realizado por la
revoluci6n: difundidas ampliamente a nivel internacional, consideradas por algunos como la genuine
expresiön de la arquitectura revolucionaria, son al mismo tiempo repudiadas y negadas, encasilladas dentro de

la serie de errorescometidosen esteprimer periodo,denominado`romäntico'. Seoriginan en la ideade
formar un centrode ensefianzaartistica a escalatricontinental - ballet, müsica,arte plastics,arte dramätico,
danzamoderna- paralos becadosy artistasdel TercerMundo. Reapareceaqui el factor simb6lico: primero,
ocupandouno de los paisajesnaturalesmasbellos de La Habanaexclusivo de la burguesia- el tradicional
Country Club -, Segundo,magnificandola actividad artistica- derechoinalienablede toda sociedad-, surgida
del pueblo y liberadade los moldesimpuestospor la penetraci6ncultural norteamericana...
La respuestaarquitect6nicaasumetres premisasbäsicas:la individualizaci6nde cadatema en un edificio, el
empleodel ladrillo y lasb6vedascatalanas,la integraci6nde la obraen el ambientenatural.' Segre,R.: 1968,
pp. 10-11.
[The National Art Schoolsare part of the mostpolemic and spectacularproject madeby the revolution:
widelypromotedat an international level and consideredby someas thegenuine expressionof a
revolutionary architecture,theyare at thesametime rejectedand negated,consideredwithin theseries of
mistakesfrom thisfirst period, knownas 'romantic'. TheSchoolscamefrom the idea of creating a centre of
artistic educationto a tri-continentalscale - classicand moderndance,music,visual arts and theatre-for
1,500 bursarystudents,Third Worldartists. A symbolicfactor reappears:first, occupyingone of the most
beautiful natural landscapesin Havana, exclusiveto the bourgeoisie- the traditional Country Club -ISecondly,magnifying the artistic practice - inalienableright in everysociety-, a practice bornfrom the
people andfree from the imposedmodelsof North American cultural penetration.
Thearchitectonicanswerassumesthree basicpremises: the individualisation of eachthemein one building,
the useof bricks and the Catalan vaults,the integration of thework in the natural context.]
318SeeLoomis, John. Cuba'sForgottenArt Schools.Revolutionof Forms (New York: Princeton
Architectural Press,1999)pp. 24-25
319The utopianismof this project wasrecreatedmuch later by the group of Cubanartists Los Carpinteroswith
a now very emblematicwork from the beginningsof the `specialperiod', the paintingHavana Country Club
(1994), where the threeartists representedthemselvesparodying a golf gamewith tree branchesat the ISA's
fields. This allusionto this space'spastand the mythologiessurroundingit overlapswith their own imagesas
art studentsparodyingan elitist game,perhapsas a direct challengeto thoseutopianaspirationsembodiedin
the ISA's architecture.
320It is anachronisticbecauseit contradictedthe premisesof functionality and simplicity, possibly thanks to
the useof glassand steel,in modernbuildings.
321Very few urban and architecturalprojectswere carried out in Havanaafter 1959,and theywere mainly
relatedto the constructionof social housingand creation of neighbourhoodsfor the relocation of thoseliving
in slums.In most of theseoccasionsthe internationalstyle was predominant,following also the SovietdominatedEasternEuropeantrendduring thosesameyears. SeeSegre,RobertoLa vivienda en Cubaen el
Siglo ".. Republicay Revoluci6n(Editorial Concepto,Mexico D. F., 1980)and La arquitectura de la
Revoluciöncubana(Montevideo:Universidadde la Republica,nümeromonogräficodedicadoa la
arquitecturade la Revoluci6ncubana,1968)
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322`The domeand thespire, the openavenueand the closedcourt,tell the story, not merely of different
physicalaccommodations,but of essentiallydifferent conceptionsof man's destiny.The city is both a
physicalutility for collective living and a symbol of thosecollective purposesand unanimitiesthat arise under
suchfavoring circumstance.With languageitself, it remainsman's greatestwork of art.' Mumford, L.: 1995,
p. 106
323Among the most important: the ISA (SuperiorArt Institute),the ICAIC (the Cuban Instituteof the
CinematographicArts and Industry) and the UNEAC (the National Union of CubanWriters and Artists).
324SeeKapcia, Antoni. Havana: the Making of Cuban Culture (Oxford and New York: Berg, 2005)pp. 125148and p. 168

325
Bürger,Peter.Theoryof theAvant-Garde
(Manchester:
Manchester
UniversityPress,1984)pp. 35-54
Chapter IV: Film and Urban Space
326SeeChanan, Michael. Cuban Cinema. (Minneapolis, London: University of Minnesota Press, 2004) pp.
73-89
327`Some of these films are more personal than others, but for the most part the subjects and themes of the
films in all three groups were chosen according to the needs of ideological struggle in the revolutionary
situation. Historians of the Revolution would do well to watch these films carefully: they serve as an excellent
guide to what many, if not all, of these issues were, and at the same time indicate the lines that were being
drawn at each moment for the next phase; for since films take time to make, they are also evidence of how
closely the leadership at ICAIC was integrated from the outset with thinking at the center of gravity within the
revolutionary leadership. ' Chanan, M.: 2004, p. 130

328Chanan,M.: 2004,pp. 103-109.Also, on this issue,Alea comments:"The Partyis all very well for
unifying forcesin order to direct themtowardsa commonobjective, and in that I supportthem". SeeChanan,
Michael. `Interior Diaolgue in the Work of T. G. Alea' in Framework, Spring2003; 44,1, pp. 11-21,p. 17
329"It wasthe customto talk aboutthe motherland;therewere somewho had a wrong idea of the motherland.
Therewas the motherlandof the privilegedones,of a man who hasa largehouse,while the otherslive in
hovels. What motherlanddid you havein mind, sir? A motherlandwherea small group lives from the work of
others?A motherlandof the barefootchild who is askingfor alms on the street?What kind of motherlandis
this? A motherlandwhich belongedto a small minority? Or themotherlandof today?The motherlandof
today where we have won the right to direct our destiny,where we have learnedto decideour destiny, a
motherlandwhich will be, now and forever--asMarti wantedit--for the well-being of everyoneand not a
motherlandfor few!
The motherlandwill be a placewhere suchinjusticeswill be eliminated,now we can havethe real conceptof
motherland.We are willing to die for a motherlandwhich belongsto all Cubans." Extract from a speechgiven
by Fidel Castroon the 14of May 1961.Publishedin:
961/05/01.htm
btip://www. marxists.orp-/history/cuba/archive/castro/I
Also, seeKapcia, Antoni. Cuba: Island of Dreams(Oxford, New York: Berg, 2000) pp. 99-148
330Chanan,M.: 2004,p. 163.Also, Pifiera,Walfredo & CumanäMaria Caridad.Mirada al cine cubano
(Brussels:Colecci6nCINEMEDIA, Organizaci6nCat6lica Internacional,1999)p. 57
331According to Chanan,the neorealistinfluencein GutierrezAlea and Garcia Espinosadid not persist
beyondthe films Historias de la Revoluci6n(1960) and Aventurasde Juan Quinquin (1967). Chanan,M.:
2004, p. 150
332For example,the three act plot structure,the useof artificial settingsand lighting and recordedsoundthat
gave the appearanceof a perfected`naturalism'.
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333See Monaco, James. The New Wave. Truffaut, Godard, Chabrol, Rohmer, Rivette (New York: Oxford
University Press, 1976); Neupert, Richard. A History of the French New Wave Cinema (Wisconsin: The
University of Wisconsin Press, 2002)

334The cinemafrom thefirst decadeafter the 1959Revolution, thoughDe Cierta Manerawasfinished in
1973.
335During an interview, Tomas Gutierrez Alea explained how while shooting his film Las doce sillas the
many changes brought about by the Revolution directly affected the aesthetics and rhythm of the film:
`7he Revolution implies a fundamental change in the structure of society, " he said, "but the appearance of
things also changes from day to day. A billboard announcing a luxury hotel in Miami and inviting Cubans to
spend their vacation there is substituted by another which declares Cuba a territory free of illiteracy.
Suddenly, where a large mansion previously housed counts or marqueses, there is now an art school; where
Cadillacs used to be sold, now they sell furniture for workers who have been given houses by the Urban
Reform. When we arrived to film a lonely vantage point over a valley we found a large hotel built by the
Tourist Institute full of tourists. Inside the building where we had gone to shoot a number of sceneswe found
walls erected and walls demolished, a new arrangement of furniture and bricklayers at work everywhere,
which obliged us to change our plans and to hurry the filming through becauseof the danger that even during
shooting they would transform the scene around us. I think that the general rhythm of the film to some extent
reflects the vertigo of the Revolution. " Quoted by Michael Chanan in Cuban Cinema (Minneapolis, London:
University of Minnesota Press, 2004) p. 161

336In an article publishedin the magazineAdelante(Camaguey,11 Agosto, 1964),Mikhail Kalatozov
describedHavanain the following ideologicalterms: `En la primeranovela mostramosLa Habanade antesde
la revoluciGn,con suseleganteshotelesparelos americanos,la habanade los turistasricos, dondetodo se
compray todo se vende,ciudad dondees dificil vivir a la gentesencillay honesta,dondelleva una vida
desafortunadala joven Maria'
[... In thefirst story we show theHavanafrom beforethe Revolution,with its eleganthotelsfor the North
Americans,the Havanafor the wealthy tourists,whereeverythingcan be boughtand sold, a city wherelife is
difficult for simpleand honestpeople...]
337Thomas,H.: 2002,pp. 864-883;Gott, R.: 2004, pp. 183-186
338I do not try to imply that suchre-writings werejust fabrications.There was, and therestill is, differencesin
wealth betweenHavanaand the rest of the island.However, therehave beenseriousrhetorical simplifications.
The more important one is the assumptionthat anythingoutsideHavanawasa life in abject poverty.
339Urusevsky's long-takeshotsin both the new and theold cities have beenthe most commentedupon when
this film wasagain released- this time for the audiencesin the United States- by directorsMartin Scorsese
and FrancisFord Coppolain the 1990s.
340The upper-incomegroupshad movedto theresidential areasof Vedadoand Miramar. See`La Habana
siglo XX, de la ciudad burguesaa la ciudadproletaria' in La Ciudad. Conceptoy obra. VI Coloquio de
Historia del Arte (Mexico: Instituto de InvestigacionesEstbticas,UNAM, 1987)
341The action of passingthe flag by thetobaccoworkers recreatesin front of the camerathe action of passing
the cameraneededto shootthis sequencewithout any cuts.
342It is now a sign of thecity itself, ironically, standingfor the island's poverty and anachronisticisolation
from theeconomicprocessesdominantin the rest of the American continent.
343PinedaBarnet, Enrique.`Soy Cuba' in One Cubano,No 8 (1962).
3" Seefor example,City of God (2002)by FernandoMeirelles and KAtia Lund
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345Whenthis sequencewasshot, Las Yaguashad alreadybeenpulled down. Kalatozovdecidedto recreate
the slum in the samesite, building a setand using extras,many of whom had probably beenformer
inhabitantsof Las Yaguasthemselves.
346Pineda Barnet later defined the film as `exotic' and even `kitsch': `En general, yo interpretaba lo que
estabaresultando como algo `turistico', `exotico' en el peor sentido, grandilocuente, ya veces cursi. '
[In general, I interpretated the final product as 'touristc, 'exotic' in its worst sense,pretentious, and
sometimes, kitsch]
From an interview via e-mail with Enrique Pineda Barnett by Betti Sue Hertz, a Phd student from the
Graduate Centrer in New York City (80' of January 1998)

347Urusevskyexplainedthis intention in an interview with EduardoManetpublishedin Cine CubanoNo 20,
(1964):
"La primeravez que visitamos Cuba,nuestrogrupo secomponiade tres personas:el director Kalatozov,el
poetaEutuchenkoy yo. No teniamosningunaideaconcretacual iba a serel gui6n, como iba a presentarse,
etc. Estabaclaro que no ibamosa escribir una novelasobreCuba,ya que paraeso,hubiesesido necesario
quedarseen Cubavarios afiospara conocerplenamenteel tema.Realizar una pelicula sobretipos sicol6gicos
cubanos,nospareciatambibn aventuradoy atrevidoya que,siendoextranjerosno podiamos dar un reflejo
sin embargo,que sepodian escribir versossobreCuba.Por esodecidimosque
cabalde la realidad. Pensemos
la soluci6n artistica de la pelicula estribabaen realizarun gui6n que fuesecomo un poemadedicadoa este
pals.En los poemasno se requierenesospequeftosdetallessicol6gicosy de h&bitosque se necesitanen una
novela.El poemarequiereunasimägenesmuy claras,muy definidasque penetrenräpidamenteen la
imaginaci6n.Por esoquisimosque la pelicula fueracomo un poemaromäntico. Partiendode esaopinion,
surgi6 mi idea de filmar con materialinfra-rojo... El infra-rojo es un material que comunicaluminosidady
penetraci6na la forma."
[The first time we visited Cuba, our group wasformed of three people: the director Kalatazov, the poet
Eutuchenko and myself. We didn't have a concrete idea regarding the script, how it would be presented, etc.
It was clear that we didn't want to write a novel about Cuba, because in order to do so it would have been
necessary to stay in Cuba for a few years, to understand the issues treated more deeply. To make a film about
Cuban psychological types seemed to us also too risky and daring, due to the fact that asforeigners we could
however, that it would be possible to write verses about Cuba.
not reflect the reality accurately. We thought,
That is why the artistic solution for the film was to create a script that would work as a poem dedicated to the
details on characters and habits needed in a novel. The
country. In poetry you don't require all those small
faster. That's why we
poem requires very clear and well-defined images that penetrate the imagination
wanted the film to work as a romantic poem... The infra-red is a material that communicates formal
luminosity and penetration. ]

3" Guevara,Che. `Socialismand Man in Cuba' (1965)from TheChe Reader(London: OceanPress,2005)
pp. 197-214.Also, Lumsden,C. Ian. `The Ideology of the Revolution' in Cubain Revolution.Editedby
Bonachea,Rolandoand Valdes,Nelson P. (GardenCity, New York: Anchor Books, 1972)pp. 529-44
349Moore, Carlos. Castro, TheBlacks,And Africa (Los Angeles:Centerfor Afro-American studies,
University of California, 1988)pp. 307-316
350Nicolas Guill6n Sr., the poet, not Nicolas Guill6n Landriän, a filmmaker and painter who alsobelongedto
the group of Afro-Cubansbarredfrom the Congress.Moore, C.: 1988,pp. 309-310
's' De La Fuente:2001,p. 266
352For example,intellectualAfro-Cubansassociationssuchas the Club Atenas,denotedthe existenceof a
important group of Afro-Cubansin Havana,particularly sincethe 1920s,
relatively affluent and illustrated
be
the
advancementof Afro-Cubanswithin Cuban society.SeeDavis, DarienJ.
who would concernedwith
in
Civil
Rights
Cuba:
A ComparativePerspective,1930-1960'TheJournal of Negro
`Nationalism and
1998),
35-51.Also seeSchwartz,Rosalie,`Cuba's RoaringTwenties.
83,
No.
1
(Winter,
pp.
Vol.
History,
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Race Consciousness and the Column `Ideales de una Raza" from Between Race and Empire. AfricanAmericans and Cubans before the Cuban Revolution. Edited by Lisa Brock and Digna Castaheda Fuertes
(Temple University Press, Philadelphia, 1998) pp. 104-119

353Gott, R.: 2004,pp. 52-57
354SeeRobin D. Moore, Nationalizing Blackness.Afrocubanismand Artistic Revolutionin Havana, 19201940 (University of PittsburghPress,Pittsburgh,1997)p. 37: `The CubanCommunist Party throughthe mid1930sexpresseda desireto end theexploitation of Afrocubans in the workplacebut did not apparently
envision them aspart of the nation.Leadersadvocatedinsteadthe relocationof all blacks and mulattosto the
provinceof Orienteand the creationof two separatecountriesin the island, with black and white citizens,
respectively.'
assChanan,M.: 2004,pp. 346-350
356On this issueseeAyorinde, Christine.Afro-Cuban Religiosity,Revolution,and National Identity. Chapter
4: `The Revolution, 1959-1990'(Miami, Tampa,Orlando: University Pressof Florida, 2004) pp. 83-136
357Quotedon review of the film in Cine Cubano,No 93 (1979)by GerardoChijona.
358`The `dangerousclass', the social scum, that passivelyrotting massthrown off by the lowest layers of the
old society,may, hereand there,be sweptinto the movementby a proletarianrevolution; its conditionsof
life, however,prepareit far more for the part of a bribedtool of reactionaryintrigue.' In Engels,F. and Marx
,
K. The CommunistManifestopublishedin: http://www.marxists.org/archive/marx/works/1848/communistmanifesto/chOl.htm.
The term lumpenproletariatwas coinedby Karl Marx in TheGermanIdeology (1845) during his critique to
Max Stimer: `But sincewith theseimaginationsaboutliberalism, goodburghersand vagabondshe, of course,
getsnowhere,he finds himself compelledin order to make the transition to communismto bring in theactual,
ordinary bourgeoisand proletariansinsofar ashe knows aboutthem from hearsay.This occurs on pages151
and 152, wherethe lumpen-proletariatbecomestransformedinto `workers', into ordinary proletarians' In Karl
Marx and Friedrich Engels.A Critique of the GermanIdeology (ProgressPublishers,1968.Online Version:
Marx/Engels InternetArchive (marxists.org), 2000) Also from MIA: Encyclopediaof Marxism
htm): `Roughlytranslatedas slum workersor the mob, this term
(http //www. marxists.org/elossarv/terms/l/u.
identifies the classof outcast,degeneratedand submergedelementsthat make up a sectionof the population
of industrial centers.It includes beggars,prostitutes,gangsters,racketeers,swindlers,petty criminals, tramps,
chronic unemployedor unemployables,personswho have beencastout by industry,and all sorts of
declassed,degradedor degeneratedelements.'
359SeeBrown, David H. TheLight Inside: AbakudSocietyArts and Cuban Cultural History (Washingtonand
London: SmithsonianBooks, 2003) pp. 26-30 and Walker, Daniel E. No More, No More: Slavery and
Cultural Resistancein Havana and New Orleans (Minneapolisand London: University of MinnesotaPress,
2004) p. 66
360Shebelongedto the group of Afro-Cuban intellectualswho wantedto insert Afro-Cuban studiesas part of
the University Curriculum. Moore, C.: 1988,pp. 309-10
36'It wasTomas Guti&rrezAlea who finished the film later in collaborationwith Julio Garcia Espinosa.
362`Shetalked abouther happinessand difficulties with a lover from el ambiente,who wasAbakud. She
talked aboutthe taboosin the relationship,the machismo.I put myself on the line too. I wasfamiliar with the
machistawoman,who takeson the machocult, the exclusively male sectand its violence,and manipulatesits
secrets(like breaking taboos)to keep a lover in tow.' Gonzalez,Tomas in `Sara,One Way or Another'
publishedin Cine Cubano,SpecialCommemorativeIssueto SaraGomez(1990)pp. 12-18
363PedroPerezSarduy,Afro-Cubanwriter who belongedto SaraGdmez'scircle of friendsrelateshow he
waspresentat one of the meetingsamongAfro-Cuban intellectualswherethey discussedwith SaraGomez
the needfor a black actor insteadof a mixed race one for thecharacterof Mario. According to PerezSarduy,
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SaraGomezdecidedfor the latter, alluding to the Cubanaudiencesnot being preparedfor blacknesson the
screen.This is alsothe versionof dramaturgeTomasGonzalezwho wrote De Cierta Manera's storyline.
Gonzalez,T.: 1990(Cine Cubano)
364Unos y Otros. Photographs by Ernesto Fernandez (La Habana: Editorial Arte y Literature, 1978)

365The bestknown and one of the oldest usesof this cinematographicvisual tropewas in Citizen Kane (1941)
31 SeeLacey, Robert.Little Man. MeyerLansky and the GangsterLife (London: Century,1991)p. 231-232
367Segre,RobertoLa vivienda en Cubaen el SigloXX. Republicay Revoluciön(Editorial Concepto,Mexico
D.F., 1980)pp. 22-23
368The script was a collaboration between director, Tomas Gutierrez Alea and writer, Edmundo Desnoes.
369The October 1960 Urban Reform Law: `... provided that no one should own more than one residence,
Lesseesof rented property became tenants of the state and, after a certain number of years, would become
outright owners, while landlords would be compensated, though never at more than $350 a month. ' Thomas,
H.: 2002, p. 882

370For a brief explanationof the Cubanmissile crisis seeGott, R.: 2004,pp. 195-209
3" TheMaine wasa United States'battleshipwhich sankin the Havanaharbour in 1898,ending thelife of
258 American sailorsaboard.This eventwas usedas casusbelli by the United Statesand led to the 'SpanishAmerican War' of 1898.This war put an end to 400 yearsof Spanishrule over the island and initiated four
very influential yearsof American occupation,until Cubaregainedofficially its independencein 1902.The
eagleat the top of the monumentwasdismantledafter January 1959,a symbolical act standingfor the final
end to the United States'dominationon the island.The imageof the Monumentto the Maine without its eagle
was usedon the promotional posterto this film in Cuba.SeeGott, R.: 2004,pp. 98-100
372El Encanto was Havana'smain departmentstorebefore 1959.It wasdestroyedby bombsset off by
counter-revolutionariesin 1960.
373In his film Los Sobrevivientes(1979), Alea againtreatsthe figure of the house,this time a mansiontypical
from new Vedado,as a fortressfrom which its inhabitantsmanageto stay safeand isolatedfrom thepolitical
and social transformationshappeningoutside.
"a Togetherwith the contemporarytonesof the specific soundtrackcomposedby avant-gardeCuban
musicianand composerLeo Brouwer,who was of African and Chinesedescendency.He composedthe
soundtrackof severalpost-1959Cubanfilms.
375This debatearoseat the BandungConferencein 1955from newly independentcountriesworried about
their statusbetweenthe two blocks, the `capitalist' and the `socialist'.
376The ignoranceof westernhigh-culture.
37 Bürger, Peter. Theoryof theAvant-garde(Minneapolis, Minnesota:University of MinnesotaPress,1984)
pp. 26-29
378Eventhough North American abstractexpressionismwasat its peak, it was still seenas also critical and
foreign to the United States'hegemonicculture.What later wasdenominatedpop art wasstill being
negotiatedaspart of the avant-gardetradition.
379This essaywasfirst publishedon the film magazineCine Cubano,numbers66/67(La Habana,December
17,1969). Reprintedas Garcia Espinosa,Julio. For un cine imperfecto(Madrid: CastelloteEditor, 1976)
380Authors of the documentary,La Hora de Los Homos (Hour of the Furnaces,1968)
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381A cinema produced on the Hollywood studio model. See Chanan, Michael. 'The Changing Geography of
Third Cinema', Screen. Special Latin American Issue. Volume 38, number 4 (Winter 1997) p. 375

382SeeChanan,M.: 1997,pp. 376
383`... Ideassuchas 'Beautyin itself is revolutionary' and 'All new cinemais revolutionary'are idealistic
aspirationsthat do not touch the neocolonialcondition,since theycontinueto conceiveof cinema,art, and
beautyas universalabstractionsand not as an integralpart of the national processesof decolonisation....
Insert the work asan original fact in the processof liberation,place it first at the serviceof life itself, ahead
of art; dissolveaestheticsin the life of society:only in this way, as Fanonsaid,can decolonisationbecome
possibleand culture,cinema,and beauty- at least,what is of greatestimportanceto us - becomeour culture,
our films, and our senseof beauty....
[... ]
The first alternativeto this typeof cinema[Hollywood cinema],which we could call the first cinema,arose
with the so-called'author'scinema,' 'expressioncinema,"nouvelle vague, 'cinemanovo,' or, conventionally,
the secondcinema.This alternativesignified a stepforward inasmuchas it demandedthat the film-maker be
free to expresshimself in non-standardlanguageand inasmuchas it was an attemptat cultural decolonisation.
But suchattemptshavealreadyreached,or are aboutto reach,the outer limits of what the systempermits.
The secondcinemafilm-maker has remained'trappedinside the fortress'as Godardput it, or is on his way to
becomingtrapped.' In Solanas,Fernandoand Getino, Octavioin 'Towards a Third Cinema:Notesand
Experiencesfor the Developmentof a Cinemaof Liberation in the Third World' in
httQ//info. interactivist.net/article.pl?sid=05/09/15/205253.4September2007
384'But the questionsthat were recentlyraisedappearedpromising; they arosefrom a new historical situation
to which the film-maker, as is often thecasewith the educatedstrataof our countries,wasrather a latecomer:
ten yearsof the CubanRevolution,the Vietnamesestruggle,and the developmentof a worldwide liberation
movementwhosemoving force is to be found in the Third World countries.' Ibid.
sas'In our times it is hard to find a film within the field of commercialcinema,including what is known as
'author'scinema,' in both the capitalistand socialist countries,that managesto avoid the modelsof Hollywood
fast hold that monumentalworks such as Bondarchuk'sWar and Peacefrom
pictures.The latter have sucha
the USSR are also monumentalexamplesof the submissionto all propositionsimposedby the US movie
industry (structure,language,etc.) and, consequently,to its concepts.... ' Ibid.
386Desnoes,Edmundo.Memoriesof Underdevelopment(Middlesex:Penguin Books, 1971)p. 26
387JoseMarti. `Our America' (1892)
388In one of his interviews with Michael Chanan,Alea parly identifies with Sergio's needof `intellectual
indepence'from the Party, thoughhe also clarifies that, unlike Sergio,he is not a spectatorin the
revolutionary processesbut a participant in it, a cultural producerwithin the Revolution. SeeChanan,
Michael. `Interior Diaolgue in the Work of T. G. Alea' in Framework;Spring 2003; 44,1, pp. 11-21
3" EdmundoDesnoeswas the son of a white Cubanand a white Jamaican,and was, therefore,bilingual. He
also lived for a long time in the United States,from 1956to 1960.

Chanter V: Nightlife As Heterotopla: The 'Roaring Fifties'
390For a historical recountof the entertainmentindustry in Cubabefore 1959 see:Schwarz,Rosalie.Pleasure
Island.- Tourismand Temptationin Cuba. (Lincoln: University of NebraskaPress,1997)
39'Ibid. pp. 55-73. Also, Kapcia, Antoni. Havana: TheMaking of CubanCulture (Oxford, New York: Berg,
2005) pp. 67-69
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" See Christopher, Nicholas. Somewhere in the Night. Film Noir and the American City (The Free Press,
New York, London, 1997) and Straw, Will. `Urban Confidential: The Lurid City of the 1950s' The Cinematic
City Edited by David B. Clarke (Routledge, London & New York, 1997) pp. 110-128

393Straw, W.: 1997,pp. 115-119
11 Ibid. P. 111
395Benjamin,Walter. CharlesBaudelaire: A Lyric Poet in theEra of High Capitalism (London: NLB, 1973)
36 Cirules, Enrique.El lmperio de La Habana(Casade Las Americas,La Habana,1993)pp. 40-41
397A morerecentaccountof the presenceof the membersof North Americanmafia in Havanais T. J.
English's TheHavana Mob: Gangster,Gamblers,Showgirlsand Revolutionariesin 1950sCuba(Edinburgh:
MainstreamPublishers,2007)
'' Cirules, Enrique La Vida Secrets de Meyer Lansky en La Habana. La Mafia en Cuba (Editorial Ciencias
Sociales, La Habana, 2004)

399Due to thepolitical tensionsbetweenthe United Statesand Cuba,FrancisFord Coppolawasnot allowedto
shootin Havana.
400In the year 1952,FulgencioBatista -a high commandin the CubanArmy who had effectively run the
country from 1933to 1940- successfullylauncheda coup de'etat,that suspendedthe CubanConstitution,
removing all democraticrights (more importantlythe right to strike) and constitutional guarantees.He
supportedand increasedthe United States'investmentsin the island,particularly with the North American
entertainmentindustry in the city of Havana,including the infamousgambling businessesassociatedwith
North Americanorganisedcrime. The movementcalled26thof July in Cuba, led by Fidel Castro,Raul Castro,
Huber Matos,Che Guevaraand Camilo Cienfuegos,which took over after January1959,had initiated as an
armedattack againstBatista's dictatorshipat the MoncadaBarrackson the 26'" of July of 1953.Gott, Richard.
Cuba.A New History (New Havenand London: Yale University Press,20(4) pp. 147-189
40'Bell, Daniel. TheEnd of Ideolog On the Exhaustionof Political Ideas in the Fifties (New York: Free
Press,1962)p. 128
402Ibid. pp.140-141
403Ibid.
404Benjamin, Walter. `On Gambling'. SelectedWritings. Volumen21927-1934 (London: BelknapPressof
Harvard University Press,1999) pp. 120-125
405Benjamin, Walter. CharlesBaudelaire: A Lyric Poet in theEra of High Capitalism (London: NLB, 1973)
p. 134
406Ibid. P. 137
'07Ibid. P. 174
408SeeDunar, Andrew J. `Peopleof Plenty. The Transformationof American Society' in America in the
Fifties (Syracuse,New York: SyracuseUniversity Press,2006) pp. 167-203;Halberstam,David TheFifties
(Ballantine Books, New York and Toronto, 1994)and Donaldson,Gary A. `The Useof Abundance:Culture
and Society 1945-1960'in Abundanceand Anxiety: America 1945-1960(Westport:PraegerPublishers,1997)
pp. 123-148
4" SeeKaledin, Eugenia.Daily Life in the UnitedStates,1940-1959:Shang Worlds(Westport: Greenwood
Press,2000) pp. 125-126
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"10On the history of gambling see: Schwartz, David G. Roll the Bones: The History of Gambling (New York:
Gotham Books, 2006) and Reith, Gerda. The Age of Chance: Gambling in Western Culture (London:
Routledge, 1999)
411On this issue see: Chicanos and Film: Essays on Chicano Representation and Resistance. Edited by Chon
A. Noriega (New York, London: Garland, 1992); Berg, Charles. Latino Images in Film: Stereotypes,
Subversion, and Resistance (Austin: University of Texas Press, 2002); Hooks, Bell. Black Looks: Race and
Representation (London: Turnaround, 1992) and Friedman, Lester D. (ed. ) Unspeakable Images: Ethnicity
and the American Cinema (Urbana, IL: University of Illinois, 1991)

412Shewould interpret Cubans,Mexicansor any other Latin character,nevermind her distinctive Portuguese
accent.
413The term guajiro in Cuba refers to those who live and work in the countryside, mainly looking after cattle.
It is in many ways associatedwith the image of the cowboy in North America, more than the, for example,
Spanish campesino or ganadero.

414This is not to say that all sexualworkers in Havanawere Afro-Cubans.Among them,therewere also
numerouswhite Cubans.Also, not every tourist in Havanasearchingfor sex would look for Afro-Cubans.
However, the sex tradein Cubahasalways beenassociatedwith the Afro-Cuban woman,due to the historical,
of the slave tradein the island.The overrepresentation
of Afro-Cubansin the
social and cultural consequences
been
due
by
in
Havana
has
island:
to
the
travelling
to
the
also
expectationsset many
nowadays
sex trade
mainly white Europeansand North Americantourists whosedesire for an `other' hasresultedin sexuallust
for the racially different. SeeDe la Fuente,A. A Nationfor All: Race,Inequality and Politics in TwentiethCentury Cuba(ChapelHill & London:The University of North Carolina Press,2001) pp. 322-330.Also,
O'Connell Davidson,Julia. `SexTourism in Cuba' in Race & Class38, no. 1 (1996)pp. 39-48
assThe characterof Superman,who during the 1950sperformed at the ShanghaiTheatrein Chinatown,is
often cited by Cubansintellectualsand artists,as a signifier of the particular timesthe city was going through
during the 1950s.
416It also correspondedwith a long tradition within North Americanpopular culture that had constructedthe
figure of the latin woman as characterisedby sexualexcess.Thereis no suchthing as a racially differentiated
Latinpeople.The incredibly ethnic and cultural diversity of thosewho havebeenclassified underthis term is
proof of its irrelevance(thosewho descendfrom mixes betweenSouthEuropeans,North Africans, West
Africans, othersSubsaharianAfricans, and from the many different indigenousgroups,in the whole of the
American continent).Despitethis, the figure of theLatin is still very prevalentin westernand other cultures.
On the representationsof `latin' women see,for example,Fregoso,RosaLinda. MeXicana Encounters:The
Making of Social Identities on theBorderlands(Berkeley, London: University of California Press,2003)
a" SeeYoung, Ian. TheStonewallExperiment.A Gay Psychohistory(London and New York: Cassell,1995)
pp. 54-56. Also, Carter,David. Stonewall: TheRiots That SparkedThe GayRevolution (New York: St.
Martin's Press,2004)
418Seethe documentaryConductaImpropia (1983) by Orlando JimenezLeal and Nestor Almendros.
419SeeBenjamin, Walter. `The Flaneur' in CharlesBaudelaire: A Lyric Poet in theEra of High Capitalism
(London: NLB, 1973)pp. 35-66
420MacCannell,DeanThe Tourist: A New Theoryof theLeisure Class.Forewordby Lucy R. Lippard
(University of California Press,Berkeley, Los Angeles,London, 1999)p. 35
421Cirules, Eduardo.La Vida Secretade MeyerLansky en La Habana (La Habana:Editorial de Letras
Cubanas,2004)
422For Bell, it was senselesshedonismthat characterisedculturally the societyof the 1950sand 1960s:
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`The greates single engine in the destruction of the Protestant ethic was the invention of the instalment plan,
or instant credit. Previously one had to save in order to buy. But with credit cards one could indulge in instant
gratification. The system was transformed by mass production and mass consumption, by the creation of new
wants and new means of gratifying those wants.

The Protestantethic had servedto limit sumptuary(thoughnot capital) accumulation.Whenthe
Protestantethic wassunderedfrom bourgeoissociety,only the hedonismremained,and thecapitalist system
lost its transcendentalethic.' Bell, Daniel. TheCultural Contradictionsof Capitalism (London: Heinemann,
1979) p. 21
423This was one of the short storiesfrom his collection Runyon,Alfred Damon.Guysand Dolls and Other
Stories(London: Jarrolds, 1932)
424Ortega, Josefina. `Las 72 horas de Marlon Brando en La Habana' in La Jiribilla (November 2007):
http: //www. lajiribilla. co.cu/2002/n79 noviembre/memoria. html

425'In Libertyville my idols in thejazz world had beenGeneKrupa and Buddy Rich, but one night I went to
the Palladium, a ballroom on Broadway,to danceand almost lost my mind with excitementwhenI discovered
Afro-Cuban music.... Tito Puenteand Tito Rodriguez,the very bestof the Afro-Cubanbands,played there,
' Brando,Marlon. SongsMy Mother TaughtMe (London: Century, 1994)p. 66
...
416Seemost recentMarlon Brando'sbiography: Bosworth, Patricia.Marlon Brando (London: Phoenix,2002)
42'Summers,A. and SwanR. Sinatra: theLife (London: Doubleday,2005) pp. 162-174
428Christopher,Nicholas `Office Buildings and Casinos'in Somewherein theNight. Film Noir and the
American City (New York: The Free Press,1997)pp. 85 - 149
429See Le Riverand, Julio. Breve Historia de Cuba (La Habana: Editorial de Ciencias Sociales, 1978) and La
Republica, dependencia y Revoluciön (La Habana: Editorial Universitaria, 1976). Also Padrön, Pedro Luis.
Que Republica era aquella (La Habana: Editorial Ciencias Sociales, 1986)

430Benjamin,Walter CharlesBaudelaire: A Lyric Poet in theEra of High Capitalism (NLB, London, 1973)
p. 43
a" Ibid. P. 54

432Burrows, Abe. HonestAbe: Is ThereReallyno BusinessLike ShowBusiness?(Toronto, Boston:Atlantic
Press,Little, Brown and Company, 1980)p. 152
433`It is the middle classthat systematicallyscavengesthe earthfor new experiencesto be woven into a
collective, touristic versionof otherpeoplesand otherplaces.[... ] The middle classis the most favourednow
Tourism, I suggest,is an essentialcomponentof that
becauseit hasa transcendentconsciousness.
Dean
The
Tourist:
A New Theoryof the Leisure Class(University of California
'
MacCannell,
consciousness.
London,
1999)
Los
Angeles,
Press,Berkeley,
p. 13
43"Seeparticularly Archer-Straw,Petrine.Negrophilia: Avant-GardeParis and Black Culture in the 1920s
(London: Thames& Hudson,2000)
435Therehasalways beena much higher proportion of Afro-Cubansthan Euro-Cubansliving in urban
centres.See,for example,De la Fuente,A. A Nationfor All: Race,Inequality, and Politics in Twentiethcentury Cuba(ChapelHill & London: The University of North Carolina Press,2001) p. 113
436Kapcia, A.: 2005, pp. 89-90
43'SeeInglis, Fred. `The Meaning of Luxury' in TheDelicious History of the Holiday (London and New
York: Routledge,2000) pp. 55-73
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... From Bohemia, Agio 51, N. 2, Enero 11,1959

439Alvarez Tabio, Enma.Invenciönde La Habana.(Barcelona:Editorial Casiopea,2000) p. 376
440`Guajiro nationalism' was a related if slightly less widespread alternative to the afrocubanismo movement
that also affected the arts in the early 1900s. Promoting the culture of the guajiro, or rural Hispanic peasant,
as that of the nation appealed to conservative elements of Cuban society just as indigenous imagery had. It
provided an alternative to the increasing prominence of Afrocuban influences in the media, by which many
felt threatened.' In Moore, Robin D. Nationalizing Blackness. Afrocubanism and Artistic Revolution in
Havana, 1920-1940 (Pittsburgh: University of Pittsburgh Press, 1997) p. 131. Also see Leclercq, Cecile. El
lagarto en busca de una identidad. Cuba: identidad nacional y mestizaje (Madrid: Vervuert, lberoamericana,
2004) pp. 188-191
44' See Brown, David H. `We Were Teaching How to Ask the Black Man about Very Private, Personal
Things: Afrocubana, the Triumph of the Revolution, and Socialist Folklore' in The Light Inside: Abakus
Society Arts and Cuban Cultural History (Washington and London: Smithsonian Books, 2003) pp. 199-210
442See the manifesto published by several architects and urban planners working for the new Cuban
government, where this intention is spelled out: Transformaciön urbana en Cuba: La Habana (Barcelona:
Editorial Gustavo Gili, 1974) Chapter 6 `La Habana metropolitana, un instrumento para el desarrollo de Cuba
socialists' pp. 76-79

4°3In 1965the new governmentcreatedthe UMAP camps(Military Unions to Aid Production),which
becamede facto concentrationcampsfor homosexualsand membersof religious groupsconsideredhostileto
the Revolution (protestantsand evangelists).They were closedin 1967after protestsfrom intellectualswithin
and outsidethe country. However,active staterepressionof homosexualscontinueduntil the 1980s.The case
of Cubanwriter Reinaldo Arenas,who wasincarcerateddue to his sexuality,becamethe most famousafter
Julian Schnabel'sfilm, Before Night Falls (2000). For a historical accountof theseeventsseeLumsden,Ian.
Chapter3: `InstitutionalisedHomophobia' Machos,Mariconesand Gays: Cubaand Homosexuality
(PhiladelphiaP.A.: Temple University Press,1996)pp. 55-80

Chanter VI: Son. Boleros and Rumba. On the Definitions of the `Popular' (Guillermo
Cabrera Infante and Julio Garcia Espinosa)
41''The Miami-baseCubansare mainly the group of Cubans,and their descendents,
who left the islandafter
down
in
Miami.
1959and settled
I He had beenone of the foundersof the Cinematecaof Cuba in 1951,and becameits director from 1951to
1959.During Batista's dictatorshipCabreraInfante wrote a column on cinemain the magazineCartelesunder
the pseudonymG. Cain.
446Chanan,Michael's conversationswith Alfredo Guevara,in TheCubanImage (London: British Film
Institute Books, 1985)p. 101.

447Ibid.p. 101
448PM also recordedthepresenceof many Euro-Cubanmen and a few Euro-Cubanwomen enjoying
Havana'snightlife.
449And this wasmainly the problem: following centralisticpolicies copied from the SovietUnion, the cultural
industry wascentralisedin severalall-powerful organismssuch as the ICAIC and the UNEAC (Union de
Escritoresy Artistas de Cuba, `CubanWriters and Artists Union'), with a few peopleat its top, membersor
closeto the Communist Party of Cuba.
450Ian Lumsden,commentingon the repressionof homosexualsduring Batista's time says:'Redadaso
recogidas(police raids or massarrests)were part and parcel of the experienceof homosexuals,prostitutes,
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and other street people who lived such notorious barrios as that of Colon in Centro Habana. Newspapers like
El Mundo and Prensa Libre periodically demanded that the barrios be cleaned up. Still, most entendidos
could enjoy their personal life as the saw fit. And although maricones and locas were often harassed by the
police, they were not systematically persecuted.' In Lumsden, Ian. Machos, Maricones and Gays: Cuba and
Homosexuality (Philadelphia P.A.: Temple University Press, 1996) p. 57

45'Guevara,Ernesto`Che', `Socialismand Man in Cuba' in TheChe Reader(Melbourne:OceanPress,2003)
pp. 198-201
452Reference:interview script in appendix
453CabreraInfante,Guillermo. Mea Cuba(London: Faberand faber, 1995)
4" CabreraInfante, Guillermo, `Origenes.Una cronologiaIlamada:un autorsepresenta'in TresTristes
Tigres(Barcelona:Seix Banal, 1967)pp. 495-521
455Moore, Robert D. Music & Revolution.Cultural Changein Socialist Cuba (Berkeley,Los Angeles,
London: University of California Press,2006) pp. 61-63
456In one of his interviewshe said: `I believe that writers, unlessthey considerthemselvesterribly exquisite,
are at heartpeoplewho live by night, a little bit outsidesociety,moving betweendelinquencyand conformity.
It is from this atmospherethat the languagefor ThreeTrappedTigersis derived.' Interview with Marie-Lise
GazarianGautier From Interviewswith Latin American Writers (Elmwood Park: Dalkey Archive Press,1989)
pp. 31-32
457A proletariancreatedby industralisationand not by tertiarisation,as it had happenedwith the growth of the
tourist sectorin the city.
assin this speechFidel Castrosaid the now infamous `Within the revolution everything; outsidethe revolution
nothing', which meantthe factual insertionof censorshipin the cultural productionsof the island.
459The best-knowncaseof staterepressionof intellectualsduring thoseyears wasthat of the Cubanpoet
HebertoPadilla who, after the publicationof the book of poemsFuera deJuego ('Outside the Game'), was
imprisonedand forcedto publicly retractbefore the UNEAC. This caseinitiated in 1971what Cuban
intellectualsgenerallydenominateas the `QuinquenioGris' ('Grey Five Years') referringto the increasing
`sovietization' of Cubaduring the decadeof the 1970s,and the subsequentcensorshipof intellectualswho did
not follow the `party line'. See,Howe, Linda. `Art in RevolutionaryCuba.What Price Solidarity?' in
Transgressionand Conformity: Cuban Writers and Artists After the Revolution(Madison,Wisconsin,
London:University of Wisconsin Press,c2004) pp. 14-65,and Kapcia, Antoni. `The Grey YearsConformity and Stagnation'in Havana. TheMaking of Cuban Culture (Oxford & New York: Berg, 2005) pp.
149-168.For anaccountof the `Caro Padilla' and the relationshipbetweenintellectualsand the Cuban
Revolution see:El CasoPadilla: literatura y revolucidn en Cuba. Editedby LourdesCasal(Miami:
EdicionesUniversal, 1972).
460Martin-Santos,Luis. Tiempode silencio (Barcelona:Biblioteca Formentor,1962)
'ý' CabreraInfante,G.: 1967:p. 509
462 Ibid.

463Izquierdo,Yolanda.Acosoy ocasode una ciudad (San Juan:Isla Negra,2002)1p. 177
"6''It hasnow recoveredthis dynamismdue to the economicreforms implementedduring the `specialperiod',
which brought againmassesof touriststo the city, this time from mainly Europeand Canada.
165
CabreraInfante, Guillermo. Three TrappedTigers(London: PanBooks, 1980) p. 310
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°66Ibid. p. 5
46'SeeAppignanesi,Lisa. TheCabaret(1975) (Yale: Yale University Press,2004) pp. 13-30 and Jelavich,
Peter.Berlin Cabaret(Cambridge,London: Harvard University Press,1993)
468Bolero is a musical form following thetraditions of nineteenthcenturySpanish-Andalusian`seguidilla' but
rhythmically of also Afro-Cubanorigin. It is morecommonly a slow-paced'love song'. ContemporaryCuban
Trova is a continuationof this tradition. SeeRoy, Maya. Cuban Music (London: Latin American Bureau,
2002) pp. 109-110
469In his interview with Marie-Lise GazarianGautier, he refers to the literary usesof the bolero genrein his
novel: "In ThreeTrappedTigers, however,what I intendedto do wasto work with music by other means,
such as literature. I usemusicalpatternstherein one of the sectionsof the book dealingwith the life of a
bolero singer in Havana." in GazarianGautrier,M.L.: 1989,p. 35
470The year when the UMAPs were finally closeddown.
471Guillermo CabreraInfante in an interview with Orlando Jimenezand Nestor Almendrosfor the
documentaryConductaImpropia (1983).
472CabreraInfante,Guillermo. Ella CantabaBoleros(Alfaguara, Madrid, 1996)pp. 152-154
473This is a referenceto the poemby the classicRomanpoet Virgil `God Madethe Country but Man Made
the Town' Vergil (70 B.C.-19 B.C.):
hanc Remuset frater, sic fortis Etruria creuit
scilicet et rerum facta est pulcherrimaRoma,
It translatesas:Rome,thefinest thing on earth, wascreated
474At the end of the 1950sTomäsGutierrezAlea and Julio Garcia Espinosaattendedin Rome to seminarson
neo-realismimpartedat the CentroSperimentale.Ideologically closedto the CubanCommunist Party,both
directorssaw in the Italian movementthe appropriateformula to representthe Cubansocial reality at the time.
They later becamethe post-1959 Revolutionmain filmmakers, internationally acclaimedas the fathersof the
new Cubancinema.
alsThoughLa muertede un buröcrata was in style a homageto classicHollywood comedy.
476For example,the distribution companyMarakka 2000,basedin Miami, sellsthe dvd with the slogan:`Esta
es una de las peliculasque han sido censuradasen Cuba.' [This is one of thefilms that have beencensoredin
Cuba.]
47 Interviewswith Julio Garcia Espinosaextractedfrom thebook Fowler-Calzada,Victor. Conversaciones
con un cineastaincömodo:Julio Garcia Espinosa(La Habana:Centrode Investigaciöny Desarrollo de la
Culture CubanaJuanMarinello, EdicionesICAIC, 2004)
478`In our work of revolutionaryeducationwe frequently return to this instructivetheme.In the attitudeof our
fighters could be glimpsedthe man of the future... .
This was the first heroic period, and in which combatantscompetedfor the heaviestresponsibilities,for the
greatestdangers,with no other satisfactionthan fulfilling a duty. In our work of revolutionaryeducationwe
frequentlyreturn to this instructivetheme.In theattitude of our fighters could be glimpsedthe man and
woman of the future.

[... ]
it is necessary,
Tobuild communism
simultaneous
with thenewmaterialfoundations,
to build thenewman
andwoman...

[ .]
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I think the placeto start is to recognizesthe individual's quality of incompleteness,
of being an unfinished
brought
into
in
The
the
the
vestiges
of
past
are
present
one's
consciousness,
and a continual labor is
product.
necessaryto eradicatethem.The processis two-sided.On the one side,society actsthroughdirect and
indirect education;on the other, the individual submits to a consciousprocessof self-education....
[... ]
When therevolution took power therewas an exodusof thosewho had beencompletelyhousebroken.The
rest - whetherthey were revolutionariesor not - sawa new road.Artistic inquiry experienceda new
impulse.The paths,however,had alreadybeenmore or lesslaid out, and the escapistconcepthid itself behind
the word `freedom.' This attitudewasoften found even among the revolutionariesthemselves,a reflection in
their consciousness
of bourgeoisidealism.
["]
Our aspiration is for the party to becomea massparty, but only whenthe masseshavereachedthe level of the
vanguard,that is, when theyare educatedfor communism.Our work constantlystrivestoward this education.
The party is the living example;its cadresmust teachhard work and sacrifice.' Guevara,Che. `Socialismand
Man in Cuba' (1965) from TheCheReader(London: OceanPress,2005) pp. 197-214
479Apart from someof the musiciansat the backgroundof orchestras,who in many occasionswere AfroCubans.
480First classcabaretswere for example,the Monmartre,Sans-Souci,the CasinoNacional and the Parisienne
at the National Hotel. Moore, Robert.Nationalizing Blackness.Afrocubanismand Artistic Revolution in
Havana, 1920-1940(Pittsburgh:University of PittsburghPress,1997),pp. 31-40.
'81 Ibid.
482SeeLeal, Rine. Breve historia del teatro cubano(La Habana:Editorial Letras Cubanas,1980)pp. 30-35
483For examplein the film A la Habana mevoy (1951), when the leadfemale character,actedby Euro-Cuban
Blanquita Amaro, dancesin a sensualmanner,men commenton her ancestorsbeing from `thejungle'.
484Gott, R.: 2004,pp. 125-129
"s I found this review in this film's file at the ICAIC Cinemateca.However,it was impossiblefor me to
establishin which particular newspaperor journal it waspublished.I useit as to exemplify the level of
cultural misunderstandingsand divisions betweenEuro-Cubansand Afro-Cubans during thoseyears.
I As I explainedin ChapterI, this film visually recreatesthe physicalseparationbetweenAfro-Cubans and
Euro-Cubansby using visual tropessuchas doorsand windows.
Moore, R.: 1997,pp. 53-60
The homophobicundertonesin this sequence,with the inclusion of a man who acts in an 'effeminate'
mannerduring Campillo's performance,with the intentionof producinglaughter,hasat the sametime racist
connotations.As Kutzinski explains whendescribing one of V. Patricio Landaluze'sdepictionsof AfroCubanmen, the representationof Afro-Cubanmen and their performancesas `effeminate' constituteda `form
of representationalemasculationthat rendersthis character'sactions safelycomical'. SeeKutzinski, V.: 1993,
p. 69
'" SeeSchwarz,R.: 1997,p. 87 and Moore, R. D.: 2006,Chapter 1: `The Paradoxof the 1950s' pp. 26-55
490Archer-Straw,P.: 2001, p. 94
491Ibid.
492Particularly what R. Moore calls the `commercialised'rumba,a musical genrethat drew from the
traditional form of rumba but that, after being adaptedto the North Americanmarket, borevery little
semblanceto it. Moore, R.: 2006,pp. 26-55
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a93In fact, the only two fields where Afro-Cubans would more easily acquire any visibility and `authority'
were boxing and music, similarly to what was happening in the United States at the time.

49'Moore, C.: 1988,pp. 15-28,Moore, R.: 2006,pp. 170-196,Ayorinde, Christine.Afro-Cuban Religiosity,
Revolution,and National Identity (Miami, Tampa,Orlando: University Pressof Florida, 2004) pp. 83-136
495From Sono no sonfile at the ICAIC Cinemateca(La Habana)
4%`... most of the figuresplanningcultural policy in revolutionary Cubaduring its first decadescamefrom
the ranks of CubanCommunistParty organizationssuchas the PSP,foundedin the 1920s.International
works on socialist aestheticshave influencedplatform documentsof the new CubanCommunistParty
(establishedin 1965)strongly and continueto be a basis for arts policy. ' Moore, Robin D. Music &
Revolution.Cultural Changein Socialist Cuba(Berkeley,Los Angeles,London:University of California
Press,2006) p. 1
`The Cuban Revolution since 1959 has gone further. In place of a minority cultural avant-garde, the
government itself has elevated things Afro-Cuban to the status of national folklore on the model of Third
World socialist ideas of popular culture's seminal role in national formation. ' Brown, David H. The Light
Inside: Abakud Society Arts and Cuban Cultural History (Washington and London: Smithsonian Books,
2003) p. 7

497Ibid. pp. 24-29
498`Al cine imperfecto no le interesamäsla calidad ni la t6cnica.El cine imperfectolo mismo se puedehacer
con una Mitchell que con una cämarade 8 mm. Lo mismo se puedehaceren estudioque con una guerrilla en
medio de la selva.Al cine imperfectono le interesamäsun gusto determinadoy muchomenosel «buen
gusto».De la obra de un artista no le interesaencontrarmäs la calidad.' Ibid. p. 33
[An imperfectcinemais not interestedin quality or technique.An imperfectcinemacan be madewith a
Mitchell or a 8mm camera.It can bemadein a studio or with the guerrillas in thejungle. An imperfect
cinemais not interestedin oneparticular taste,lessof all in 'good taste'. It doesnot lookfor 'quality' any
more whenjudging the work of an artist.]
499'... the Afro-Cuban performancerepertoiredevelopedand performedby the Conjunto Folklörico: Rumba,
Guajiro, Lucumi, Congo, Abakuä,and so on.' Brown, David H. TheLight Inside: AbakudSocietyArts and
Cuban Cultural History (Washingtonand London: SmithsonianBooks, 2003) p. 201
500For example,the Tropicanacabarettrouperoutine and the son dancedby the Afro-Cuban couple,
incorporatingforms from theAbakuä tradition of rumbaColumbia
501Extract from Victor Fowler's interviews with Julio Garcia Espinosapublishedin Fowler-Calzada,V.: 2004
511SeeKapcia, A.: 2005,pp. 145-146
503Garcia Espinosa,Julio. La Doble Moral del Cine (SantafEde Bogota: Editorial Voluntad S.A., 1995)
1 This was a film still very much influencedby Italian neorealistcinema,unlike Sono no son,which was
more of an exampleof what GarciaEspinosadefined asan `imperfectcinema'.
105See,for example,De la Fuente,A. A Nationfor All: Race,Inequality, and Politics in Twentieth-century
Cuba(ChapelHill & London: The University of North CarolinaPress,2001) pp. 317-334
106Chanan,Michael. The CubanImage (London: Bfi Books, 1985)
107Guillermo CabreraInfante was born in Gibara,a small fishing town on theNorth-Eastof Cuba. See
CabreraInfante, G.: 1967,p. 497
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In 1998,Pedro JuanGutierrezwrote Dirty Havana Trilogy. In this book, he graphicallydescribedthe
violence and hatethe crisis had broughtto the city. This is the reasonwhy this book is so difficult to read and,
at the moment,impossibleto `watch' in cinema.
-" There is anotherwell known part of his work, highly promotedby the Cuban authoritiesof students'
protestsin Havana,as he wassupposedlya sympathiserof the 26`nof July movementand of its studentwing
in the city.
"° As an anecdoteillustrating this point, during my interview with Fina Arias, ConstantinoArias' wife, I
askedher whether Constantinowasa frequentvisitor to the RumbaPalace.Shereplied: `El iba solo a tomar
fotos. Dios no! Eseeraun sitio de negras', [He would go therejust to takephotos.Goshno! Thatwasthe
place of black women.]
511SeeAppendix: Interview with Julio Garcia Espinosa,May 2006 (EscuelaInternacional de Cine de San
Antonio de los Baºios)
512ibid.
513`El Chori', Silvano Shueg,wasa well-known Afro-Cubanpercussionist.
514CabreraInfante also mentions`El Chori' in ThreeTrappedTigers:
`I mean,what happenedwasthat after closingup the shop in your place Bustroand I picked up Ingrid and
Edith as we plannedto go to the Chori and on our way to La PlayaBrustrbfedonwas in true form, you should
have heardhim, but we were alreadyon the heavy side of the river whenhe beganto feel ill and we had to go
back and Edith finally told the driver to stopon the cornerand shewent to bed all by herself,Silvestresaid.'
CabreraInfante, Guillermo. ThreeTrappedTigers(London: PanBooks, 1980)p. 167
515SeeAppendix: Interview with Julio Garcia Espinosa.
516Archer-Straw,P.: 2001,p. 15
51'For examplein the film Gallego (1988) by ManuelOctavio G6mez.This is also a mythology associated
with the origins of Brazil's national identity and practically any other Spanishand Portugueseex-colony
wherethe practiceof slavery was extended.CarlosMoore describesthis mythology as an essentialpart of the
typical racist manifestationsin `latin societies': SeeCarlos Moore, Castro, TheBlacks and Africa, `Appendix
I: The Latin Model of RaceRelations' (Centerfor Afro-American studies,University of California, Los
Angeles, 1988)pp. 355-56
518This subjectis partially treatedin El otro Francisco (1975)by Afro-Cuban director SergioGiral.
519Moore, C.: 1988,pp. 48-50 and Moore, Robin D. Music & Revolution.Cultural Changein Socialist Cuba
(Berkeley, Los Angeles,London: University of California Press,2006) pp. 61-63
SZ°On the issueof socialismand culture in CubaseeMoore, Robin D. Music & Revolution. Cultural Change
in Socialist Cuba(Berkeley,Los Angeles,London: University of California Press,2006) pp. 1-25
521`... `the dancersand musicianswere not aficionados,that is, they had not taken danceclassesand such.
Rather,they were simply townspeopleof thesesamereligious groups' (Hagerdon2001:140).'Townspeople'
operatesas a revolutionary legibleeuphemismfor a distinctive classor subculturalformation that both
legitimated the stateas a popularly supportedinstitution and that was (to be) uplifted within the new socialist
society.The Conjunto,at leaston its official face, would teachnot religion to thesetownspeople,Cuban
societyand the world, but music and art, 'cultural values,' which were `isolatablefrom the hold that ritual has
on them' [Argeliers de Leon in the text accompanyingthe Conciertode mrisicaAbakud] ...

[... ]
The`intellectuals'-the `Director',`Choreographer',
and`Designer'-were academically
trainedwhite
dark-skinned
from
barrios
(see
ConsejoNacional
The
the
performers
were
virtually
all
poorer
professionals.
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de Cultura 1963; Hagedorn 2001: 166).' Quotations and comments from Brown, David H. The Light Inside:
Abakud Society Arts and Cuban Cultural History (Washington and London: Smithsonian Books, 2003) p. 202
522`Rumba first developed in the black urban slums of Havana and Matanzas in the mid-nineteenth century
(Urfe 1982,153). Performed solely by percussion instruments and voice, it is distinctly more 'Africansounding' than most stage or ballroom compositions of the same name.' Moore, Robin D. Nationalizing
Blackness. Afrocubanism and Artistic Revolution in Havana, 1920-1940 (Pittsburgh: University of Pittsburgh
Press, 1997) p. 168
523Daniel, Yvonne. Rumba. Dance and Social Change in Contemporary Cuba. (Bloomington and
Indianapolis: Indiana University Press, 1995) pp. 140-141

sza'Apparently casinolacks somethingseminalto nationalobjectives,as congadoesalso.
Ratherthan a focuson the individualistic passing,turning, and designingof patternsin casinoor a focus on
the improvisational and unstructuredactivity of conga,rumba hasemergedas a dancestructurethat coincides
with socialist perspectives,a cultural symbol of social relations.' Ibid. p. 141

Chapter VII: The American City: Havana 1933
525Even though he always maintainedhe was in Havanaduring the year 1932,thereis now a consensus
amongspecialistsarguing that he really stayedin Havanaduring July 1933.This detail is quite crucial for
most authors,as it wasin August 1933when a generalstrike and social unrestin the city and the rest of the
islandbrought down the dictatorshipof Manuel Machadoand initiated a period of just four monthsof
`revolutionary' government.Theseeventsare markedin the Cubanhistoriographyas crucial, representinga
turning point in the island's history. In every historical text now publishedwithin the island both revolutions,
the one in 1933and the later one in 1959,are equated.After returning to New York, Evanswrote in his diary
entrieson this trip to Cubathat he had arrived in the island `at themidst of a revolution'. That the period
when Evanstravelledto Havanawasof extremesocial tensionsis unquestionable.After all thosewere the
yearsof the GreatDepression.SeeAguilar, Luis E., Cuba1933:Prologue to Revolution.(Ithaca: Cornell
University Press,1972)and Gott. Richard. `A Republic for revolutionaries:Antonio Guiterasand the
Revolution of 1933' in Cuba.A New History. pp. 135-141
516The conceptof `index' was introducedby semioticianCharlesSandersPierce,who also defined
photographyas an indexicalsign: ' There are threekinds of interestwe may takein a thing. First, we may
have a primary interestin it for itself. Second,we may have a secondaryinterestin it, on accountof its
reactionswith other things. Third, we may have a mediatoryinterestin it, in so far as it conveysto a mind an
idea abouta thing. In so far as it doesthis, it is a sign, or representation.
There are threekinds of signs.Firstly, thereare likenesses,or icons; which serveto convey ideasof the things
they representsimply by imitating them. Secondly,thereare indications,or indices;which show something
about things, on accountof their being physically connectedwith them.Suchis a guidepost,which points
down the road to be taken, or a relative pronoun,which is placedjust after thenameof the thing intendedto
be denoted,or a vocative exclamation,as "Hi! there," which actsupon the nervesof the personaddressedand
forceshis attention.Thirdly, thereare symbols,or generalsigns,which have becomeassociatedwith their
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Photographyin the Thirties (New York: A Da CapoPress,1972)and Tagg, John. TheBurden of
Representation(London: Macmillan, 1988) and Stagen,Maren. Symbolsof Ideal Life. Social Documentary
Photographyin America, 1890-1950(Cambridge& New York: CambridgeUniversity Press,1989)

275

528Beals,Carleston.Brimstoneand Chilli. A Bookof PersonalExperiencesin the Southwestand in Mexico
(New York: A.A. Knopf, 1927)
529Beals,CarlestonTheCrime of Cuba(Philadelphia& London: J.P. Lippincott, 1933)
530See Tafuri, Manfredo Architecture and Utopia. Design and Capitalist Development (The MIT Press,
Cambridge, Massachusetts and London, 1976) and `The Disenchanted Mountain: The Skyscraper and the
City' in The American City from the Civil War to the New Deal (Cambridge, Massachusetts: MIT Press,
1979) pp. 389-528. Also, Rowland, Kurt. A History of the Modern Movement: Art, Architecture and Design
(New York, London: Van Nostrand Reinhold, Looking and Seeing, 1977)

531`It is not exactly clear how or whenhe first met the photographerBereniceAbbott, who in late 1929had
returnedfrom Parisand was for a time living in a studio at the Hotel de Astistes.Abbott had broughtwith her
the collection of Atget glassplatesand prints that shewould tend and preservefor yearsto come.(In 1930,
the New York art dealerJulien Levy acquiredan interestin the collection). In February1930.Evanswas
writing about her to Skolle.. [... ] Presumably,it wasaroundthe sametime that he becameacquaintedwith the
work of Atget. [... ] It is significant, however,that both Abbott and Evans,as much as any contemporary
photographers,would make careersof documentingNew York's architecture,streetscenes,and shopfronts,
introducingAtget's vital urban documentarystyle into Americanphotography.' Mellow, JamesR. Walker
Evans(New York: Basic Books, 1999)p. 111
532SeeWalker, Ian. City Gorgedwith Dreams.Surrealismand DocumentaryPhotographyin interwar Paris
(Manchesterand New York: ManchesterUniversity Press,2002) Chapter5: "A SurrealistAtget' pp. 88-113
533As collectedby his friend, the photographerBereniceAbbott, - who, at the sametime, had worked as an
assistantto surrealistphotographerMan Ray.
534Benjamin, Walter. `Little History of Photography'in SelectedWritings. Volume2, part 2,1931-1934.
London: The
Edited by Michael W. Jennings,Howard Eiland and Gary Smith (Cambridge,Massachusetts,
BelknapPressof Harvard University Press,1999)pp. 507-530
535Aragon.Le Paysande Paris (1924-25).English translation:Paris Peasant (London: PanBooksLtd, 1980)
536Trachtenberg,Alan. ReadingAmerican Photographs.Imagesas History. MatthewBrady to WalkerEvans
(Toronto: Hill and Wang, 1989)pp. 236-237
537In 1929,Evanstook an image from the top of a skyscraperwhile still in construction.This image,titled
New York in the Making, waspublishedthat sameyear in Alhambra, a culturaljournal publishedin New York
and dedicatedto Spanishand Latin American culture.
538'PAUL CUMMINGS: What about Ben Shahn?You got involved with him, too, at sometime?
WALKER EVANS: Yes. I did. This is all interesting.This is what I say: Peopledo get drawntogether when
they're sort of meantto. Shahnand I met at somebody'shouseon Columbia Heights in Brooklyn. I know
that. Therewas a doctortherewho picked me up on the streetbecausehe was a photographer.You see,if
you're in that neighborhood- it's a little neighborhood- you can talk to anybody.And two photographers
would talk to eachother on photographingin the New York style - it's the most obvious photographin the
world. ' Interview with Walker EvansConductedby Paul Cummingsin ConnecticutOctober 13,1971 In New
php (22 September2007)
York City. Publishedat http://www. l6beavergr llo .orgimtarchive/archives/001443.
539Trachtenberg,A.: 1989,p. 244
s0 Mellow, JamesR. WalkerEvans(New York: Basic Books, 1999)p. 154
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565Seeendnote37 from `Introduction'
Mellow, J.: 1999,pp. 73-76
567Archer-Straw,Petrine. `Fetishismand Fashion' in Negrophilia: Black Culture and Avant-GardeParis
(London: Thames& Hudson,2000)pp. 51-78
568On the Harlem Renaissance see Baker, Houston A. Modernism and the Harlem Renaissance (The
University of Chicago Press, Chicago and London, 1987) and Lewis, David L. When Harlem Was in Vogue
(New York: Knopf, 1981)

569Afro-American photographerJamesVan Der Zee documentedprofusely the existenceof this group of
wealthierAfro-Americans living in New York at the time. SeeVan Der Zee,James.TheLegacyof James Van
Der Zee:A Portrait of Black Americans(New York: Alternative Centrefor InternationalArts, 1977)and
James VanDer Zee.With an essayby KobenaMercer (London: Phaidon,2003)
570SeeMoore, R. D.: 1997,pp. 13-40
571`The period from 1925to 1928constitutesa turning point in the history of son, one in which it was
transformedfrom a marginal genreof dubiousorigins into the epitome of national expression.[... ]

[ "]
[... ] In the context of thebarrageof North American merchandise,films, literature, sportsevents,and music

that enteredCubaduring theseyears,son representedan important symbol of national identity and a `weapon
against[American] jazz'. Moore, R. D.: 1997,p. 105
572Moore, R. D.: 1997, Chapter 5: 'Nationalizing Blackness. The Vogue of Afrocubanism' pp. 114-146
s'3Ibid.

574There is hereagain the problematicof cultural purity and syncretism.How much of Afro-Cuban therewas
in theseexpressionsis a matter of interpretation.However,it is important to explain that becauseof the longterm apartheidnatureof the Cubansociety,not only in Havana,Afro-Cubanshad culturally developed
independentlyfrom Euro-Cubans.
575Moore, R. D.: 1997,p. 2

576Ibid.p. 3
577Guillermo CabreraInfante, `Walker Evans:Eye Witness' in Mea Cuba. Translatedby KennethHall with
the author(Faber and Faber,London, 1994)pp. 97-99 (text written on November 1989)
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A flash ... then night! --O lovely fugitive,

I am suddenly reborn from your swift glance;
Shall I never see you till eternity? '
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of face-to-facecontact(and perhapseven these)are imagined.Communitiesare to be distinguished,not by
their falsity/genuineness,but by the style in which they are imagined.... '. Anderson,Benedict.Imagined
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In Buena Vista Social Club, Wim Wenders contrasts both cities, successfully representing them as
antagonistic worlds.
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Appendix:

Interview with Julio Garcia Espinosa,6th of May 2006, at
the EscuelaInternacional de Cine San Antonio de los Barios
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OR: Me gustaria hablar sobre dos de sus peliculas, Cuba baila y Son o no son, donde
usted trata el tema de la vida nocturna en La Habana. Fue usted participante de esa vide
antes y desput s del 59?

JGE: Buenomaso menos.Despuesde queAlea y yo terminamosde estudiarcine en Italia.
Estudiamosen el Centrode Experimentaciönde Roma,Centroexperimentaldel cine de
Roma. Regresamos
a la habanay nos incorporamosa los gruposintelectualesde La Habanade
esosaros. Nosotrosorganizamosla sociedadde cine. A partir de esoscontactospropagamos
las teoriasdel neo-realismoitaliano y finalmentemotivadospor esacorrientecinematogräfica
de entonces,hicimos un documental,El Megano,en el surde la Habana,Ssurgiderode
Batamanö.Esedocumentalfue incautadopor la policia despuesde suprimera muestra.Yo fui
presoy fue todo un pequefloproceso,porqueellos no lograronincautarei material.Nosotros
contactamosalgunasaltasfigures paraqueel documentalse guardaraen la Sociedadde
Criticos de tine de nuestropals.Pero no fui posible, to tuvimos que dejaren una de las
institucionesmassiniestrasde la dictadurade Batistay despuesde la Revoluciönto
recuperamos.Estabaen los sbtanosde los serviciosde InteligenciaMilitar, que erala
instituciön que lo habiaincautado.Entonces,esaera nuestralucha.Despuesde estarpresos
nos empezamosa dedicara la vida clandestinaparapodercambiarla vida del palsy poder
empezara hacercine. La vida nocturnaantesde la Revoluciön,como eslögico yo no era un
joven de granpoderadquisitivo.
OR: Que edad tenia usted entonces?
JGE:Tendria algo mäsde veinte afios.Nosotrosibamosa to que consideräbamos
queera lo
mejor de la vida nocturnadel pals, porquefundamentalmenteseestabatratandode desarrollar
el turismo y seestabanconstruyendograndeshotelesy esoshotelestenianun elementomuy
importanteque era el cabarety las casasdejuego. Eran centrosmuy poco autenticosdesdeel
panto de vista musicaly coreogräfico.Era una imitacibn de to que seestabahaciendoen
NuevaYork, por ejemplo. Sin embargo,en to que llamamosla Playade Marianao,a las
afuerasde la habana,habia una seriede peque$osbaresdonde seofrecia miisica. Erauna cosa
muy heterogenea,muy mezclada,habia de todo. Uno de los lugaresera muy importantepara
nosotrosporque sehaciaun tipo de müsicaverdaderamenteautentica,que era lo que se
conociacomo `El Chori'.
OR: No el `Rumba Palace'?
JGE: No, `El Chori' era el mäsimportante.El Chori eraun hombrenegro,alto, corpulentoque
tocabala percusifn como nadieen estapals.Era una cosaextraordinaria.Cadavez que venia
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alguien importante lo lleväbamos a ese lugar. Por ejemplo, a Sabatini, el gran teörico del
neorrealismo italiano, me acuerdo que tan pronto llegö a cuba lo llevamos al Chori. Que se fue
convirtiendo en una figura legendaria. Al extremo de que nunca salia de este pals. No le
gustaban los aviones. Siempre se le podia localizar todo el aro y con un grupo pequefo de
müsicos. Eran unos interpretes de mucha calidad y muy autenticos sobre todo. Para nosotros la
vida nocturna era fundamentalmente jr a ver al Chori.

OR: Y podria explicarme el tipo de ambiente habia en 'El Chori'?
JGE: Muy popular, de bajos ingresos que hacia posible que nosotros fueramos. Pero allf habia
de todo. Esa era una zona donde habia prostituciön, habian muchos marginales y sin embargo
era alli donde se cultivaba una müsica muy autentica.

OR: Habian muchosbaffles,rumba?
JGE: Si, pero tambien estabael RumbaPalace.En una ocasiönnosotrosquisimoshacerun
verdaderopalacio de la rumba.Inclusive teniamosplanesde trabajarcon uno de los pintores
mäsimportantesque ha dadoCuba,que eraWilfredo Lam, hacerun gran frescode Papa
Montero, que erauno de los personajesde los poemasde Nicolas Guillen, muy caracterizado
por la rumba, y convertir una escenografiacomo si fuera un solar,que eranlas cuarterias
donde vivian la gentemäspobresde estepals. Haceruna escenografiacaracterizandoesetipo
de vivienda, dondela gentede los solaresverdaderosseasomabaa los balconesy veian como
en los patios la gentebailabay tocabarumba.Perono fue posible.
OR: Sabe si Wilfredo Lam llegö a disefiarlo?
JGE:No llegö, no pudimos desarrollarel proyecto.Te lo digo porquerealmenteesazonaera
muy atractivapars nosotrospor la autenticidadquehabia de la müsica.
OR: Quieneseran los que normalmente iban con usted a esa zone, del mundo intelectual
y artistico de La Habana?
JGE: Gutierrez de Alea, Alfredo Guevara,JosdMacina, la gentede la sociedadcultural de
nuestrotiempo. Y siemprequevenia, to repito, un invitado importantea estepals alli lo
lleväbamos.Sin embargo,habianlos grandescabarets,estabano solo el Tropicana,estabael
Montmartre,el Sans-Souci,etc. Buenoen Son o no son, que esuna pelicula bastante
experimental,yo doy bastanteinfonnaciön sobrela cuestiönde los cabaretsen el pals.
OR: Tengo aquauna cita suya publicada en La doble moral del cine. Usted escribiö: 'Hay
una baseviva que continua manifeständoseya la cual se pace imprescindible concederle
el mäximo de importancia. Estbn los bailes y estän los centros nocturnos o cabarets.
Focos, en nosotros, todavia potencialesde un acto vivo. Ni unos ni otros pueden
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concebirse como zonas donde el pueblo acude a disipar el cansancio. Unos y otros deben
se escenarios donde el pueblo se exprese y sea expresado'. Usted todavia tiene la misma
opinion y cree que este es todavia el caso en la ciudad de La Habana?
JGE: Yo creo que no se ha logrado potenciar la importancia que tienen los centros nocturnos.
Yo inclusive, con el triunfo de la Revoluciön estuve tratando de caracterizar los centros
nocturnos, no repetir, como se suele hacer, la formula del Tropicana, que es una forma en base
a un cuerpo de baffley figuras. Se repiten como si fueran tropicanitas en los demäs centros
nocturnos, y la idea nuestra siempre ha sido que cada uno tenga su propia caracterizaciön.
Pero no hay suficiente sensibilidad, en particular de los propios artistas, de tomar estos centros
nocturnos, estos cabarets, seriamente. Algo se ha hecho, por ejemplo, hay dos coreögrafos,
Alberto Alonso y Luis Trapas, que trataron y lograron una coreografia propia de estepals. Es
decir, nosotros tenemos ballet, con grandes corebgrafos y bailarines. Tenemos danza
contemporänea, y tenemos folkloricos. Se presta toda la atenciön a estas tres opciones. Sin
embargo, el cabaretno se le acaba de prestar la atencion que merece. El cabaret, en definitiva,
todavia vive un poco de los elementos que aportaron Alberto Alonso y Luis Trapas,
coreogräficamente hablando y creo que, asi como en los Estados Unidos, por ejemplo, han
aprovechado su infraestructura de centros nocturnos y desarrollar una coreografia propia de
los espectäculos, donde se ha creado una coreografia que no tiene nada que envidiarle a las
otras opciones danzarias, como el ballet o la danza modema. Y sin embargo, aqui teniendo una
tradiciön musical tan importante, no hemos logrado una opci6n verdaderamente diversa y al
mismo tiempo consecuente con las caracteristicas del pals.

OR: Para muchos de nosotros en Europa, el cabaret y los lugares nocturnos tambien se
ven mucho como lugares de contestaciönsocial, donde se cuestionanroles sociales,
cuestionesde Identidades sexuales,nacionales,de clase. Donde todos estosroles seponen
en cuest16nconstantemente,con la parodia, la ironia, la sätlra. Usted cree que esto
tambien seda en La Habana, antes y despuesdel 59?
JGE:No, no en esaforma, porque,como puedoexplicarlo. En Europa,en Alemania
concretamente,sehizo un movimiento muy interesantea partir de los propios intelectuales.
Alli estaba,por ejemplo, Bertolch Brech,e inclusive, al principio de la Union Sovibtica,alli
tambien setomö en serio la cuestibnde los cabaretsy centrosnocturnos.Pero aquano se fue
por esecamino.Sethe por el caminode la autenticidaden tanto queproyectocultural y
danzario,que ya eso the un pasomuy importantedesdeel punto de vista politico y cultural. Y
aun en esadirecci6n seha logrado algo. El problemaesque falta diversidad.Serepite la forma
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del Tropicana, que para el Tropicana estäbien. Es importante conservar eso incluso como
museo, porque esees un tipo de espectäculode los aros cuarenta. Pero, to que es totalmente
negativo es que se repita esa formula. Yo hice un espectäculo de cabaret en los 60s, donde no
nos limitamos a los aspectosdanzarios y musicales, sino que tambien... Porque como el
cabaret, como aqui estä siempre orientado al turismo, tiene que ser una formula en la cual el
idioma no seauna limitaciön pars esos que no hablan el idioma del pals. Entonces es todo
siempre my mimico, de pantomima. Sin embargo, en eseespectäculo que yo hice, habia
diälogo tambien, pero minimo. Podias entenderlo incluso sin saber espailol y fue muy
interesante porque el publico se divertia mucho. Desgraciadamente solo pude hacer eseensayo
OR: Se grab6? No tiene un record del espectäculo?

JGE: En esaepocano teniamosel video. Desgraciadamente
no lo tengoperoera muy
interesante.Era otra opci6n distintaa los otros centrosnocturnosen los 60s.A mi
personalmentesiempreme han interesadomuchola opci6n del cabaretporqueesuna opci6n
en la cual el espectadorse sientemuy libre, porque si el showesmalo no sele frustra la noche
con su pareja,come,baila, esdecir, el serealiza.Es una opci6n muy libre desdeesepunto de
vista. Cuandotu vas a ver una obra de teatro,si esmala seto frustr6 la noche.
OR: Le querla preguntar sobre su pelicula CubaBaila, la secuenciaen particular en la
que el marido va a un club nocturno y hay un espectäculode rumba. Cual esla
trascendenciade estasecuenciaen particular dentro del contexto de la pelicula, en la
narraci6n? Y tambien si pens6en las caracterizaciones: estäla trabajadora sexual, los
artistas, hay una pareja de turistas, una pareja de Afro-Cubanos, el mismo marido de
clase media, un hombre blanco. Pens6los personajesen relac16na lo que era el contexto
de la narraci6n?
JGE: Esasecuenciafue filmada en esoscabaretuchosde la Playade Marianao
OR: Recuerda cual?
JGE:No recuerdoexactamentecual.
OR: Siguen existiendo?
JGE:No, eso ya desaparecib.En el momentoque estäbamosfilmando eso the cuandoexplotö
el barcola Cubre.Fuecuandole pusieronexplosivosal barco. Fueuna tragedia.Mientras
filmäbamosla rumbade repenteescuchamos
una explosionbärbara.Perobueno,lo que
intentäbamoseratratar de ver Comoestepersonajeque estäpresionadopor la mujer para
buscarun lugar dondecelebrarlos quince de su hija, llega a uno de estoslugaresque el
normalmenteno frecuenta.Perova a todaspartes,incluso hay un momentodonde seva con un
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hombreorquesta.El estäbuscandotodaslas opcionesposibles.Y en esecasoel senota que no
esde eseambiente,eseambientede la prostituta,de la bailarina.Una atmösferamuy sensual
tanto en el bafflecomo en la gentede alli, y esel ünico que estäfuera de ambiente.Por lo tanto,
era una manerade decir queel lo estabaprobandotodo, pero eseno era suambiente.
OR: De los grupos de artistas e intelectuales que iban con ustedes, estaba tambien
Guillermo Cabrera Infante?

JGE: Si esposible,esposible, porqueGuillermo estuvo al principio con nosotrosen la
creaciöndel ICAIC, en el Consejode Direcciön.
OR: Y el fotögrafo Constantino Arias?
JGE: No me acuerdode el
OR: Me gustaria leerle una cita de G. Cabrera Infante. Es usted familiar con su obra?
JGE: Si, claro

OR: Es de Ella cantababoleros,publicada en el 96: `Pero cuando regres6 Titön de Italia,
convertido en un cineastadiplomado, hablando de Roma y de ruinas [... ], pude decirle,
conocedor: «Est rerum facta pulcherrima Habana<<y ensefiarle a el, un nativo mi Habana
viva.
[... ] Esta muestra de La Habana invisible para Titön, exiliado en su casacon su piano y
suspatentes ... '
Que cree usted que 61quiso decir con estamenci6n a Tit6n ?
JGE: Es un parägrafoprepotente,autosuficiente.Estädiciendoalgo de Titön que no sepuede
compartir. El debiaestarmuy molestocon Titön, porqueTitön iba a los cabaretuchosde la
playa de Marianaoy estababastanterelacionadocon lo queera la Habanaprofunda.No se,
creo que Guillermito estäexagerando.
OR: En Is obra de Cabrera Infante, 61siempre selamentö mucho de lo que habia
desaparecidoen Is ciudad de Is habana. Su obra Tres Tristes Tigres escomo una obra
nostälgica. Su obra sedesarrolla mucho en dos espacios,el Tropicana y el Club Las
Vegas,donde habia mucho bolero. Usted to frecuentaba?
JGE: Yo he ido algunaque otra vez, peropara nosotroslo principal era Marianao.Peroa Las
Vegas fui algunavez, buscandoen quemomentopodia salir algo interesante.
OR: Antes del 59, estabamuy segregadaIs vida nocturna? Espaciosdonde s6lo,Than
cubanos negrosy espacloss6lo de cubanos blancos? 0 habian espaciosdonde habian mks
intercambios culturales entre los dos grupos? Era muy radical Is separaci6n entre las
vidas culturales de los dos grupos?
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JGE: Yo creo que en los grandes cabarets si, es posible que hubiera segregaciön porque
estaban en los grandeshoteles, donde habia segregaciön. Pero en los pequefios centros
nocturnos no recuerdo que hubiera separaciön,por ejemplo en Las Vegas, y tambien el Ali
Bar donde iba Benny More. Yo creo que era fundamentalmente en los grandes cabarets.
OR: En estos lugares habia entonces intercambios entre artistas de procedencia mas
espadola y otros de procedencia mas africana?

JGE: Exacto,
OR: Y el publico femenino, quieneseran?
JGE: El publico femenino o iba acompafiado o no iba. Si mal no recuerdo. Nosotros por
ejemplo, creo que casi siempre ibamos los hombres a esos carabetuchos de Marianao, pero no
recuerdo haber llevado a alguna compafiera. Es decir, era como si no fuera apropiado llevar a
una mujer a esos lugares. Pero no estoy seguro, fijate, tengo mala memoria.

OR: Entoncessobre todo eran hombres blancos los que iban a estoslugares?
blancosy negros,los de pocaimportancia.En los grandessf, me
JGE: No en los carabetuchos
imagino que sobretodo no solo blancos,peroblancoscon dinero.Los que iban al Tropicana,
al Sans-Souci,o el Martre ...
OR: Le querfa preguntar sobre la polemica del documental PM. Ahora que han pasado
mas de cuarenta afios,cual cree usted que fueron las razonesreales de la polemica?
JGE: Yo creo que lo que estabaen el fondo de la polemicade todo eso esque habfauna
contradicciönmuy Brandeentre los que estabanen Lunesde Revoluciöny los queestäbamos
en el ICAIC. Unos eransocialistasy los otrosno. La situaciönno dabaparatanto. Cuandoel
ICAIC decideno exhibir el documentalno seplanteaeliminarlo sinoque sedejaranpasar
unos diasporque en esosmomentosestäbamosesperandoun ataquede los EstadosUnidos y
seestabancreandolas milicias paraenfrentareseataque.Entoncesseplanteö postponerel
estrenoy como habiaestacontradiccibn,esatirantez,la situaciönsedesbord6.Si tu veshoy el
documentaltu piensas,pero estedocumentalno esparatanto.Es como si vesEl Megano,tü to
preguntas,pero Batistase asustöcon esto?
OR: Porque PM era solamenteescenasde la vida nocturna de La Habana, en los bares?
JGE: Y El Megano era solo imägenesde los trabajadoresdel sur de La Habana.Es que estä
fuera de contexto,porqueen esemomentoera importanteparaBatistay la embajada
norteamericanano incentivar la posibilidadde un cine nacionaly Men esosmomentos,el
ataquequeestäbamosesperandode los EstadosUnidos aconsejabaaplazarla muestradel
documental.
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OR: Por que exactamente? En que sentido eran las imägenes de la vida nocturna de La
Habana un peligro?

JGE: Porqueen esemomentolo quenecesitäbamos
era apoyarla creaciönde las milicias y
esperarunosdias, unassemanasparaver si seprovocabael ataque.Perobuenollevamos
cuarentaarioscon estagente ...
OR: Tengo aqua una cita suya de una entrevista con Victor Fowler sobre la pelicula Son
no son, donde usted habla de la epoca cuando se cerraron los clubs nocturnos y cabarets
por un periodo en La Habana. Usted tuvo en cuenta la polemica de PM cuando realizd
esta pelicula?

JGE:No recuerdo.Quetiene quever?
OR: Secerraron los club nocturnos. Sabecualesfueron las razonesde que secerraran
los clubs nocturnos?
JGE: Bueno,porque estäbamosen plenaetapade desarrollarla economia.Era un problemade
los grandescabarets,no de los populares.De la gentecon poderadquisitivo.Yo creo que no
fue una medidainfeliz, e inmediatamentehubo queeliminarla y recuperarlos centros
nocturnosy que la genteseacostaratarde si tenianqueacostarsetarde.Sonerroresinfantiles
que se superanpero dejansu impacto.Fuerade contextoparecenincreibles.Las cosashay
siemprequeverlas en el contexto.
OR: Sabepor cuantos allos estuvieron cerrados?
JGE: No, no fueron afos. Solomeses.
OR: SobreSon o no Son le querfa preguntar sobre una secuenciaen particular en donde
hay una pareja bailando un son,donde 61realiza acrobacias. Sabequieneseran? Eran
populares?
JGE: Si. Era una parejaformidable.El eraun bailarin de son fantästico.Y ella igual, muy
Eran muy
delgadapero con muchagracia.Ellos sesepararon.Y despuesdesaparecieron.
buenos.La gentequemejor tipificaba el baffledel son en estepals.
El baile de parejaen Cubaesun bafflemuy poco democrätico,porqueel hombreesel centroy
la mujer era como un satelitedel hombre,comprende?En la rumba hay mäsigualdad.Aunque
en el guaguancöel hombretrata de poseera la mujer, de `vacunarla',como sedice. Hay un
documentalqueexplica todo el procesode la rumbay por quehay prejuicio con la rumba.Es
La rumba de OscarValdes. A vecesdespectivamentesedice que Cubaesun pais de
rumberos,cömo si fuera algo malo. Ha habido muchoprejuicio. La rumbano esunapalabra
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africana,sino esparola.Viene de la expresiön`mujeresde rumbo', esdecir, las fiestas
popularesque son fiestasde gentede pocamoral.
OR: Se retiere sobre todo a las mujeres que sevan demasiadode fiesta.
JGE:Exacto, `mujeresde rumbo', prostitutas.

English translation:
OR: I would like to talk to you about two of your films, Cuba baila and Son o no son,
where you treated the subject of Havana's nightlife. Were you a participant

of Havana

nightlife prior to and after the 1959 Revolution?

JGE:More or less,after Alea and I finished our film studiesin Italy. We studiedat the
ExperimentalCentreof Cinemain Rome.We cameback to Havanaandjoined the group of
intellectualsduring thoseyears.We organisedthe society of cinema.From thosecontactswe
propagatedthe principlesof Italian neo-realismin cinemaand, finally, inspiredby those
principles, we realisedthe documentaryEl Megano`1,shot at theSurgiderode Batanamö,
southHavana.After its first show,the film was confiscatedby the police. I was put in prison
and it was all a small process.We contactedsomeimportantpeople sothe documentarycould
stay at the Society of Film Critics in Cuba,insteadof stayingat the SecretServicesoffices.
However,this was not possible.We hadto leaveit in that very sinister institution of Batista's
dictatorshipand after the Revolution we managedto recoverit. It was in the SecretServices
office basement.So, that was our struggle.After our imprisonmentwe joined the clandestine
political groupsto contributeto changeCubansocietyand be able to make cinema.In the
nightlife before the Revolution,asyou might imagine, I was young andnot very wealthy.
OR: How old were you then?
JGE: Early twenties.We would go to what we thoughtwas the bestof Cuba's nightlife,
becausefundamentally,the tourist industry was developingand they werebuilding big hotels.
Thosehotels had a very importantelement,the cabaretandcasino.They were inauthentic
from a musicaland choreographicpoint of view. They would show imitations of what was
happeningthen in New York, for example.However,aroundwhat we call MarianaoBeach,at
the outskirtsof Havana,therewere severalsmall barswith live music. They werevery
1 El Meganowasa documentaryrealisedby Julio GarciaEspinosadocumentingthe working conditionsof
charcoalburnersat the swampssouth Havana.SeeChanan,Michael. Cuban Cinema(Minneapolis, London:
University of MinnesotaPress,2004) pp. 105-109
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heterogeneous, very mixed. There was a bit of everything. One of the most important places
was `El Chori', because it offered a very authentic type of music.
OR: Not the Rumba Palace?

JGE: No, `El Chori' was the most important.El Chori was a black man; very tall, big-built
who would play percussionlike nobodyelsein this country. It was an extraordinarything.
Every time someoneimportant cameto the country we would takehim to that place.For
example,Sabatini,thegreat theorist of Italian neo-realism.I rememberassoonashe arrivedto
Cuba we took him to `El Chori', who was becominga kind of legendaryfigure. He would
never leavethe country.He didn't like planes.You could always find him at the sameplace
with a small group of musicians.They werevery goodinterpretersand, particularly,very
authentic.For us, nightlife was going to see`El Chori'.
OR: What type of ambiencewas there at `El Chori'?
JGE: Very popular, of low income,which madeit possiblefor us to go there.But there you
could find anything.It was an areaof prostitution; therewere many marginal people.
However, it was there that a very authentictype of music was developing.
OR: Was there a lot of dancing? Rumba?
JGE: Yes, but there was alsothe RumbaPalace.On oneoccasion,we wantedto createa real
rumba palace.We evenmadeplansto work with oneof the bestpaintersfrom this country,
Wilfredo Lam, to make a mural dedicatedto PapaMontero, a characterfrom Nicolas Guillen's
poems,very characterisedby rumba, and createa scenographythat would be like a solar.
Solareswere the quartersinhabitedby the poorestin this country.We wantedto make a
scenographycharacterisingthis type of housing,wherepeoplewould look out of their
balconiesto watch rumbabeing dancedand playedby others.But it was not possible.
OR: Do you know whether Wilfredo Lam got to design it?
JGE: No, he didn't getthere.We couldn't developthat project. I'm telling you this because
that areawas very attractiveto us dueto the authenticityof its music.
OR: From the intellectual circles in Havana, whom would you go with to those places?
JGE: Gutierrezde Alea, Alfredo Guevara,JoseMacina and other membersof the cultural
circles from our times. And every time, I tell you again,an important personcameto Cubawe
would takehim there.However,there were the big cabarets.Therewas not only Tropicana.
There was the Montmartre,the Sans-Souci,etc. Well, in Son o no son,which is a very
experimentalfilm, I give lots of information regardingthe questionof this country's cabarets.
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OR: I've got here a quotation that you wrote in La doble moral del cine: `There is a living
foundation which still manifests itself and to which we must concede high importance.
They are the festivals and the nocturnal centres or cabarets. Focus, among us (sic), still
possibilities of a living act. Neither of them can be conceived as zones where the people
go to rest their tiredness. Each of them must be spaces where the people express
themselves and are expressed.' Are you still of the same opinion? Is this still the case in
Havana?

JGE: I think there hasn't beenrecognitionof the importanceof nightlife centres.Even myself,
with the triumph of the Revolution, I tried to characterisethesecentres,not to repeat,asit is
usual,the Tropicanaformat, which is a form basedin a dancetroupeand a seriesof dance
figures. They are repeatedat the other nocturnalplacesas if they were little tropicanas,and
our ideahas alwaysbeenfor eachof them to be peculiar,with its own personality.But thereis
not enoughsensibility, evenby the very artists,to take theseplaces,thesecabarets,seriously.
Alberto Alonso
Well, somethinghas beendone.For example,there are two choreographers,
and Luis Trapas,who tried and managedto createa Cubanchoreographyby its own right. I
meanwe haveballet, with greatchoreographersanddancers.We havecontemporarydance,
and we havefolklorists. The attentionis only focusedon thesethreeoptions. However,cabaret
doesn't get the attentionit deserves.Cabaretis, basically, still living with the elementsthat
Alonso andTrapascontributed.I think that, in the United States,for example,they have taken
advantageof their nocturnalinfrastructureandhave developeda very personalchoreography,
a choreographythat can competein importancewith the other danceforms, suchasballet and
moderndance.However,over herewith suchan important musicaltradition, we haven't
managedreally different optionsthat are at the sametime particular to this country.
OR: For many of us in Europe, cabaret and night-centres are also seenasspacesof social
criticism, where traditional social roles are contested,and there Is questioning of sexual
Identities, national and class.Where all those roles are constantly questionedwith the use
of parody, Irony, satire. Do you think that is also the casein Havana, before and after
1959?
JGE:No, not in that way, because,how could I explain it? In Europe,particularly Germany,
therewas a very important movementfrom the intellectuals.There was for example,Bertolt
Brecht, and evenat the beginningof the Soviet Union, wherethey also took the questionof
cabaretsandnocturnal centresseriously.
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But over here the same didn't happen. It was a question of authenticity as cultural project,
which was already quite an important step forward from a political and cultural point of view.
In that direction something has been achieved. The problem is that we lack diversity.
Tropicana forms are repeated, which is ok for the Tropicana. It's important to conserve that
style, even as a museum form, because it's a 1940s type of spectacle. But, what is totally
negative is that that formula keeps on being repeated. I organised a cabaret spectacle during
the 1960s, where we didn't just focus on the dance and musical forms, but also... Because
over here the cabaret is always oriented to tourism, it needs to be in a way where language
doesn't become a limitation to those who doesn't understand the language of the country.
There is a lot of mimic, pantomime. However, in that spectacle I made, there was dialogue,
though minimum. You could understand it even without knowing Spanish and it was very
interesting because the public enjoyed it very much. Unfortunately, there was only one
rehearsal.

OR: Did your record it?
JGE: We didn't havevideo recordingat the time. Unfortunately,I don't have it, but it was
very interesting.It wasa different option to the other nocturnalcentresduring the 1960s.I
have alwaysbeeninterestedin cabaretbecauseit is an option wherethe spectatorfeels freer. If
the show is of bad quality that doesn't spoil his night. He eats,he dances,he is satisfied
anyway. However,whenyou go to the theatre,if the play is bad that's the endof a goodnight.
OR: I would like to ask you about your film Cuba Baila, the particular sequencewhen
the husband goesto one of the nightclubs where there is a rumba spectacle.What is the
relevance of this sequencewithin the narration? And also, whether you thought of the
characterisation: there is the sexual worker, the artists, a couple of North-American
tourists, an Afro-Cuban couple, the main character, a white middle-class man, etc. Did
you think of those characters In relation to the general narration of the Mm?
JGE: That sequencewas shotin oneof thosesmall cabaretsat Marianao.
OR: Do you remember which one?
JGE: No, I don't rememberexactly which one
OR: Do they still exist?
JGE:No. All that hasdisappeared.When we were shootingthat sequencethe bombing of La
Cubre2happened.It was whenthey put explosivesin that ship. It was a tragedy.While filming
2 He talks here abouta terrorist attack by counter-revolutionariesin Havana.Therewere a few of theseattacks
during the years that followed the 1959Revolution. SeeGott, Richard. Cuba: A New History (New Haven and
London: Yale University Press,2004) p. 193
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that rumba we heard a huge explosion. But well, what we tried was to show how that
character, who was under pressureby his wife to find the right place to celebrate his
daughter's fifteen birthday, even goes to one of these places, where he doesn't normally go.

But he goeseverywhere.He evenendsup with a one-manorchestra.He is just searchingfor
all the possibleoptions.And in this casehe feels that thatplace did not havehis type of
ambience,it had the ambienceof theprostitute,of the dancer.A very sensualatmospherein
the danceand amongthe peoplethere,andhe's the only one out of place.Therefore,it was a
way of sayinghe had tried everythingbut that particularplacewasn't his place.
OR: Among the group of artists and intellectuals who would go there with you, was
Cabrera Infante one of them?
JGE: Yes, that's possible,becauseGuillermo was with us at thebeginning of the ICAIC, in
the direction.
OR: and the photographer Constantino Arias?
JGE: I don't rememberhim
OR: I would like to read you something from Cabrera Infante. Are you familiar with his
work?
JGE: Yes, of course.
OR: It is from Ella cantababoleros,published in 1996: 'But when Tit6n came back from
Italy, turned into a certified filmmaker, talking of Rome and ruins [... ], I could tell him,
knowledgeable: «Est rerum facta pulcherrima Havana« [Rome,thefinest thing on earth,
was created] and show to him, a native, my live Havana
This revelation of the invisible Havana to Titön, exiled in his housewith his piano and his
inventions ... ' What do you think he meant with this mention to Titön?
JGE: That's very arrogant,self-sufficient. He's sayingsomethingaboutTitön that I cannot
share.He was upsetwith Titön, becauseTitön would also go to Marianaocabaretsandwas
well acquaintedwith undergroundHavana.I don't know, I think Guillermo was exaggerating.
OR: In his work, Cabrera Infante would always lament what had disappeared in
Havana. His book Three TrappedTigers is very nostalgic. He writes particularly in this
book of two spaces,Tropicana and Las Vegas club, where there was a lot of bolero
singing. Would you also go there?
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JGE: I was there sometimes but for us the most important places where the ones in Marianao.
But, I did go to Las Vegas sometimes, to seewhether there was anything interesting coming
up.

OR: Before 59, was nightlife in Havana very segregated?Spacesonly for black Cubans
and others only for white Cubans? Or, were there spaceswhere both groups would
meet? Was the separation between both groups very radical?
JGE: I think that was the casein the big cabarets,becausethey were in the big hotelswhere
there was segregation.But I don't rememberseparationin the small nightclubs,for example
Las Vegas,and alsothe Ali Bar whereBenny More would go often. I think that would happen
just in the big cabarets.
OR: In those places,was there exchangebetweenthose of Spanish origins and those of
African origin?
JGE: Exactly
OR: And the female public, who were they?
JGE: The female public would go with company or they wouldn't go, if I remember well. We,
for example, I think it was just the men who would go to those places in Marianao. I don't
remember having taken there any of my female friends. I mean it was like inappropriate to
take a woman to those places. But I'm not sure. I've got a bad memory.

OR: Was it mainly white men who would go to those places?
JGE: In the small cabarets,whites and blacks,the low key ones.In the big onesyes, I assume,
but they were not only whites, they werewealthy whites. Thosewho would go to Tropicana,
Sans-Souci,or the Martre ...
OR: I would like to ask you about the polemic around the documentary PM. Forty years
on, what do you think were the real causesof that polemic?
JGE:I think, deeply,it was a polemic basedin the existenceof a very big contradiction
betweenthosein Lunesde revoluciön andthoseat the ICAIC. At the ICAIC they were
socialists.The othersweren't. The situationcouldn't last any longer.When the ICAIC decided
the documentarywouldn't be exhibited, it wasn't a questionof disappearingthe film butjust
to postponeits show for a few days,becauseat that time we were waiting for an attackby the
United Statesand the militias to confront that attackwere thenbeing created.Then,it was
decidedto postponethe show's premier andbecausetherewas that contradiction,things got
documentaryis
out of hand.If you seethe documentarytoday,you probably think, "but this
not such a big deal". It is the samewith El Mdgano.You might askyourself, why did Batista
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get so scared with this? It is because now you see it out of context. Things must always be
seenin their context, when things were happening.
OR: Because PM was really just some shooting from Havana's nightlife, in the bars.
Wasn't it?
JGE: And El Megano was only images of workers in the south of Havana. At that moment it
was important for the United States' embassy and Batista not to encourage a national cinema.
PM, at the time it was decided that it would be a better idea to postpone its showing.
OR: But why exactly? Why did they think it was a dangerous film?

JGE: Becauseat that time what we neededwas to supportthe creationof the militias and wait
for somedays,weeks,to seeif the attackwould happen.But well, we've beenfor forty years
with thesepeople...
OR: I've got here another quote I got from your interviews with Victor Fowler regarding
the film Son o no son, where you talk about the period when they closed the cabarets and
nightclubs just for a while. Did you think of the polemics around PM when you decided
to make this film?

JGE: I don't remember?What has it got to do with it?
OR: The closure of the cabarets and nightclubs? What were the reasonsfor that
decision?
JGE:Well, becausewe were in a period when we were trying to developthe economy.It was
a problem with the big cabarets,not the popularones,with wealthy people.I think it wasn't a
very happymeasure,andthey neededto back up immediatelyand recoverthe night centres
and peoplegoing to bed late if they neededto. They are childish mistakes,which are over with
but, nevertheless,have left their mark. Out of contextthey seemamazing.You alwaysneedto
seethings in their context,whenthey happened.
OR: Do you know for how many years they were closed?
JGE:No, they weren't years.Only months
OR: I would like to ask you regarding the couple dancing to a son in Son o no son. Were
they popular then?
JGE:Yes. They were a fantasticcouple.He was an amazingdancer.Shetoo, very slim but
with a lot of grace.Later they split up anddisappeared.They were excellent.Theywere the
peoplewho besttypified the danceof son in this country.
Couple dancein Cubais not very democratic,becausethe man is at the centre andthe woman
is alwaysa satelliteof the man.Do you understand?In rumbathere is more equality.
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However, in the guaguancö, the man tries to possessthe woman, to `vaccinate' her, that's the
expression. There is this documentary, La Rumba by Oscar Valdes. Sometimes, people say
with contempt that this country is a country of rumberos, as if this meant something bad.
There has been a lot of prejudice. Today it's more accepted. Rumba is not an African word,
but Spanish, and it means `wanderer woman', referring to popular festivals of questionable
morals.
OR: Do you mean particularly

the women? Those who party too much?

JGE: Exactly, `wanderer women', prostitutes.
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Illustration 17. Hotel Riviera Hilton in Havana.
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Illustration 22. Postcardshowingthe Hotel Nacional in Havana.
Illustration 23. Photographof theHotel Nacional.
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24. Page from Bohemia showing North American tourists leaving the National

Hotel after the 1" of January 1959. Bohemia, ano 51, n. 1, January 2,1959.
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25. Photograph illustrating A. Carpentier's essayCity of Columns (1982 edition).
26 and 27. Vedado houses.
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Illustration 28. Vedadochurch.
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29. Photographs illustrating R. Segre's book Diez anos de arquitectura en

Cuba revolutionaria (1969).
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30. Cover to John A. Loomis' book Revolution of Forms: Cuba's Forgotten Art

Schools. (1999), showing part of the ISA Schools' architecture.
Illustration

31. Photograph of a building from the School of Visual Arts (ISA).

Illustration

32. Photographs of model for the School of Drama and of the Music School

(ISA).

Illustration 33. Film still from A La Habanamevoy (1941)showingthe Capitolio.
Illustration 34. Film still from Weekendin Havana (1941) showingthe Cathedralin Old
Havana.
Illustration 35. Film still from Sietemuertesa plazofijo (1950) showinga modernstyle
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Chapter IV:
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building the new housing.Publishedin the book Unosy Otros (1978).
Illustration 37. Film still from SoyCuba(1964) showingthe top of the Capri Hotel, with the
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Illustration 38. Film still from SoyCuba(1964) showingthe architectureof HavanaCentro
during the studentfuneral.
illustrations 39 and 40. Film stills from SoyCuba(1964) showingthe North American
tourist in Las Yaguas.
Illustration 41. Film still from De cierta manera(1974) showingdocumentaryfootageof Las
Yaguas.
Illustration 42. Film still from De cierta manera(1974) showing an Abakuäinitiation
ceremony.
Illustration 43. Film still from Estampashabaneras(1939)showing the useof windows to
representthe other spaceoccupiedby Afro-Cubans.
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Illustration 44. Film still from Estampas habaneras (1939) showing a `sanitised' version of
Afro-Cuban dance and music forms.

Illustration 45. Film still from Memoriasdel subdesarrollo(1968) showingSergioin his flat
at the top of the Focsabuilding, looking at the city throughbinoculars.
Illustration

46. Film still from Memorias del subdesarrollo (1968) showing people in

Havana.
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Illustration 47. Postcardpromoting Cubafrom 1955.
Illustration 48. Photographof writing on wall left by the guerrillasafter the bombing of
Sagua.Publishedin Bohemia,ano 51, n. 5, Febrero 1,1959.
Illustration 49. Walker Evans' photographof lottery stall in Havana(1933).
Illustrations 50 and 51. Photographsof Havanacitizens attackingcasinosandother spaces
for gamblingin the city. Publishedin Bohemia,ano51, n. 2, Enero 11,1959.
Illustration 52. Photograhof the Rebel Army with guajiro hatsby Raul Corrales.
Illustration 53. PromotionaladvertisementwelcomingCubanpeasantsto Havana.Published
in Bohemia,Ano 51, n. 30, Julio 26,1959.
Illustration 54. Film still from Guysand Dolls (1955). Garito in Havana.
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55. Film still from Weekend in Havana (1941) showing the outside of the Casino

Nacional in Havana.

Illustration 56. Film still from Weekendin Havana (1941) showingthe inside of Club
Madrileno.
Illustration 57. Film still from Weekendin Havana (1941). CarmenMiranda's performanceat
Club Madrileno.

Chapter VI:
Illustration 58. Photographof JosephineBaker performing the characterof `bumpkin'.
Publishedin PetrineArcher-Straw'sNegrophilia: Black Culture and Avant-GardeParis
(2001).
Illustration 59. ConstantinoArias' photographof North American touristsin Havana.
Illustration 60. ConstantinoArias' photographsof womenat the RumbaPalace(1950s).
Illustration 61. ConstantinoArias' photographof `El Chori' and othersat the PalaceBar
(1950s).
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Illustration 62. Film still from PM (1961).
Illustration 63. Film still from PM (1961)showing `El Chori' playing at the nightclub also
called `El Chori' in the areaof Playain Marianao.
Illustration

64. Film still from Son o no son (1978). Dancers

Illustration

65. Film still from Son o no son (1978). Aerial view of Tropicana Cabaret.

Illustration

66. Film still from Son o no son (1978). Comedians.

Illustration

67. Film still from Son o no son (1978). Leo Brouwer talking about the

similarities between different popular music forms.

Illustrations 68 and 69. Film stills from La Rumba(1978).The `authentic' and `inauthentic'
rumbas.
Chapter VII:
Illustrations 70 and 71. LaszloMoholy-Nagy's Notre Damede Paris (1925) andAleksander
Rodchenko'sUntitled (1926-1927).
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72. Walker Evans' Brooklyn Bridge (1929).

Illustrations 73 and 74. EugeneAtget's imagesof Paris during the 1920s.
Illustration 75. Walker Evans' New Yorkin theMaking (1929).
Illustrations 76 and 77. Walker Evans' photographsfrom Tahiti (1932).
Illustrations 78 and 79. Walker Evans' photographsof beggarsand breadlinesin Havana
(1933).
Illustration 80. W. Evans' photographof political wall-writing in Havana(1933).
Illustrations 81 and 82. W. Evans' Unofficial Village of Havana's Poor (1933).
Illustration 83. W. Evans' Havana City People (1933).
Illustration 84.W. Evans' CitizenDowntownHavana (1933).
Illustrations 85 and 86. W. Evans' Havana Movie Theatres(1933).
Illustration 87. W. Evans' Coal Dock Worker,Havana(1933).
Illustrations 88. W. Evans' FSA photographfrom American Photographs(1938).
Illustration 89. W. Evans' Garage from AmericanPhotographs(1938).
Illustration 90. W. Evans' Parked Car from American Photographs(1938).
Illustration 91. W. Evans' war monumentfrom AmericanPhotographs(1938).
Illustration 92. W. Evans' 42' St.from AmericanPhotographs(1938).
Illustration 93. W. Evans' Faces,Pennsylvaniafrom AmericanPhotographs(1938).
Illustrations 94. W. Evans' Negro Church from AmericanPhotographs(1938).
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95. W. Evans' Greek Doorway NYC from American Photographs (1938).
96. Pan American Airways and promotional poster.

Illustrations

Illustration 97. The P&0

Steamship Company promotional poster.

Illustration

98. Photograph of Abakuä dance.

Illustration

99. W. Evans' crop of Citizen Downtown Havana (1933).

Illustrations

100,101,102 and 103. W. Evans' portraits of Havana women (1933).

Illustrations

104 and 105. Film stills from Son o no son (1978). Couple dancing to a son.

Conclusions:

illustration 106. CarlosGaraicoa'sWhenDesireResemblesNothing (1996).
Illustrations' sources:
Illustration 1: My own photograph
Illustration 2: Tria Giovan, Cuba. The Elusive Island (New York: Common Place Books,
1996)

Illustration 3: www.cubatravelusa.
com
Illustrations 8,9,10,11,13 and 14: Museo Nacional Palacio de Bellas Aries, Havana
Illustration 12:http://www.oac.cdlib.org/
Illustration 15:extractedfrom Levine, RobertM. Imagesof History. Nineteenthand Early
TwentiethCenturyLatin AmericanPhotographsasDocuments(Durhamand London: Duke
University Press,1989)(unknown source)
Illustrations 16,24.48,50,51 and 53: Bohemiamagazine.Collection from the Cuban
National Archives, Havana.
Illustration 13: www.cubareserva.
com
Illustration 14: www.travelgator.com
Illustrations 19,20,21 and 22: Museode La Ciudad, Havana.Collection of postcards
Illustration 19:www. hicuba.com
Illustration 25: photographby Grandalin Carpentier,Alejo. La ciudad de las columns (La
Habana:Editorial Letras Cubanas,1982)
Illustrations 26 and 27: www.ilovehavana.com
Illustration 28: www.galeriacubarte.
cult.cu
Illustration 29: from Segre,Roberto.Diez anosde arquitectura en CubaRevolucionaria(La
Habana:EdicionesUnion, 1969)
Illustrations30,31 and 32: from Loomis, JohnA. Revolutionof Forms: Cuba's Forgotten Art
Schools.(New York: PrincentonArchitecturePress,1999)
Illustration 36: photographby ErnestoFernandezin Unosy Otros.Photographsby Ernesto
Fernandez(La Habana:Editorial Arte y Literature, 1978)
Illustrations 47,96 and 97: www.antanlontan-antilles.
com
Illustrations 49,72,75-95,99-103: Walker EvansArchive, Metropolitan Museumof New
York.
Illustration 52: Raül Corrales.Fototecade Cuba,Havana.
Illustrations59-61: ConstantinoArias. Fototecade Cuba,Havana.
Illustration 98: www. ife-ile.org
Illustration 106:CarlosGaraicoain DocumentaX-The Book (Kassel:Cantz Verlag,
DocumentaandMuseumFridericianumVeranstaltungsGumstt, 1997)
303

Film tracks by chapter (from attached DVD):
Chapter I:
1. Buena Vista Social Club (1999): opening sequence, `El Carretero' and Santeria tracks
2. Madagascar (1994): opening sequence
Chapter II:
1. A la Habana me voy (1940): sequenceintroducing Havana (Capitolio, Avenida del
Prado, Teatro Nacional, Hotel Nacional)

2. Weekendin Habana(1941): sequenceintroducingHavana(Capitolio, Hotel Nacional,
TeatroNacional,Cathedralin Old Havana)
Chapter IV:
1. SoyCuba(1964): openingand hotel sequences
2. SoyCuba(1964): studentfuneral sequence
3. SoyCuba(1964): Las Yaguassequence
4. De Cierta Manera(1973): Las Yaguassequence
5. EstampasHabaneras(1939): representationsof Afro-Cubans
6. De Cierta Manera (1973): representations
of the Abakuäs
7. TheGodfatherII (1974): meetingat the top of Havanahotel
8. Memoriasdel subdesarrollo(1968): airport sequence
9. Memoriasdel subdesarrollo(1968): binocularsequence
10. Memorias del subdesarrollo (1968): Sergio walks Havana's streets
I1. Memorias del subdesarrollo (1968): opening sequence

Chapter V:
1. The Godfather II (1974): Hymn Roth and Michael Corleone conversation
2. The Godfather 11(1974): Shanghai cabaret sequence

3. Guysand Dolls (1955): Havanasequences
4. Weekendin Havana (1941): hotel sequences
5. Weekendin Havana (1941): sequenceat Club Madriletlo
Chapter VI:
1. PM (1961): tracksat the end of Before Night Falls (2000)
2. EstampasHabaneras(1939): Campillo performance
3. CubaBaila (1963): Playade Marianaocabaretsequence
4. La Rumba(1978): openingsequences
5. La Rumba(1978): explanationof the Abakuä's origins of rumba
6. La Rumba(1978): last sequence
Chapter VII:
1. Son o no son (1978): Couple (Abe and Silvio) dancing a son

Note on the use of the DVD: The DVD can be watchedin PC Window Media Player and Mac
DVD Player.There is a main menu with all the film titles. You only needto click on the title to
from that film. You can go back to themain menu any time by pressing
seethe particular tracks
the `menu' button. In order to scanthe DVD you needto go to `control' in themenu bar and
then `scanforward' or `scanbackward'. You can alter the scanrate(faster or slower) by going
again to `control' and then `scanrate' (just choosethe rateyou need).Someof the films tracks
are separatedinto sections.Each sectionis titled in the DVD asit appearson this page.
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