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National, Cultural, and Linguistic (In)Securities:
Per ceptions of the United Statesin Some Bolivian Films

CHRISLIPPARD

Resumen

Este ensayo realiza un acercamiento a la percegeitws Estados Unidos en el cine
boliviano. Primeramente trata las percepciones asutanto de los Estados Unidos
como de Guatemala en peliculas cdatdNorte (1984) de Gregory NavaWhe Si-
lence of Netq1988) de Luis Argueta, en tanto que éstas ejéioaili la relacion
entre cultura, lengua y otras marcas de identi@hcensayo continla analizando
peliculas bolivianas tales con@angre de Céndo#Blood of the Conder (1969),
dirigida por Jorge Sanjinés @huquiago(1977), a cargo de Antonio Eguino; tam-
bién se discuten peliculas corib coraje del pueblo-The Courage of People
(1971) yEI enemigo principat-The Principal Enemy (1973), las cuales destacan la
perspectiva del pueblo indigena.

Estas realizaciones cinematogréaficas se examinaimagso6lo en términos de su
contenido, sino también con relacién a su desaryopost-produccion, la cual tiene
lugar fuera de Bolivia —ya sea en los Estados Unida Europa o en Argentina—
puesto que el pais mismo esta enfocado mas bida erportacion de materias
primas que en el desarrollo de la industria cinegrafica. En la opinién de San-
jinés, Bolivia se encuentra en esta posicién dehid® explotacion de los Estados
Unidos.

El ensayo busca mostrar las razones por las cBaliéga continla siendo un
pais en el que las percepciones de los Estado®$Jridsto como un pais material-
mente rico, pero espiritualmente pobre y emociatm&acio— permanecen intactas
y cOmo estas opiniones aseguran un “sentido dermtia” $ense of placepara
los bolivianos.

The most common and most consistent perceptioh@fUnited States in Latin
American film is of a country materially rich, bgpiritually poor, emotionally
empty in one way or another. In many films only afiechese poles might be repre-
sented or elaborated narratively, the other onlg imise-en-scéne which critiques
the dominant discourse. Or the influence of the.Un®ht be only peripherally




194 Chris Lippard

alluded to; its values, perhaps, overlaid on thvaigle great and opulent wealth in the
city where the film is set. Before | move on to mmain focus, Bolivia, I'd like to
begin with two features which delineate U.S.-Guatiexm relations, both partially
funded by Sundance’s Latin American program, arttl beailable — as the Bolivian
films are, sadly, not — on video or DVD: Gregoryvds El Norte (1984), and Luis
Argueta’s The Silence of Net¢1988), Guatemala’s first feature fiftmAlthough
these films are somewhat more recent than the Raliexamples | discuss later,
they illustrate several important, recurring therassthey uncover the relationship
between culture, language, and various kinds afirtgc Like Bolivia, Guatemala
experienced a revolution of sorts in the early 5980d has an especially high indi-
genous population, largely excluded from powerbdih countries, the army has
played, periodically, a significant role in goveram and has acted to repress Indian
communities.

This, indeed, is hoEl Norte begins, tracking brother and sister, Enrique’s and
Rosa’s flight from military attacks on their villag their attempts to cross the
Mexican border into the United States, and thedaalife they eventually establish
in Los Angeles. The U.S. is known in the indigen@usatemalan village, through
old Good Housekeepingagazines, as a place of electric light, flusketsibind spar-
kling kitchens filled with labor-saving gadgets. \&e how the evenly and coldly-lit
bright white kitchens ofGood Housekeepingontrast with the luxuriant, saturated
color of warmly-lit rooms, filled with family life,which we encounter at the
beginning of the filnf. Of course domestic life is threatened in a horoeisdway in

The relationship between the United States and LAatirerica in terms of cinema is,
obviously, an unequal one — as would be true ofefaionship between Hollywood and
almost any regional or national film industry. Trecent commercial success of some
Korean cinema, challenging Hollywood’'s grip on seau$icof the Asian market, is,
evidently, highly unusual. In the Americas Hollywoodlds sway. Lists of movies
screening in La Paz or Cochabamba, Bolivia's biggéges, often consist of the latest
U.S. releases — or, more likely, perhaps, thosevanfienths old Stateside. By contrast,
trying to find Latin American films in the U.S., espally with English subtitles, is
difficult. Teaching courses in “world cinema” — beally that which is not from Holly-
wood or Europe — | find tracking down cinema from esttparts of the Americas
particularly frustrating. Works by Jorge Sanjinté® extraordinarily innovative Bolivian
director, whose films, frequently attacking U.S. Imaksm and its facilitation by the
Bolivian elite, were a high-point of radical Latin Amcan cinema in the 1960s and
1970s, are almost absent in the U.S. now. (I dishissBlood of the Condolater in this
essay.) In recent years the diversity of South Acaericinema available through New
Yorker Films, one of the primary sources of prirds fnany university screenings in the
U.S., has sadly diminished. Its only Bolivian filmimg — Antonio Eguino’sChuquiago
which | discuss below — is now unavailable. Two Childdms by Miguel Littin —
attempts to make the history of his country at tleaslittte more visible — have
disappeared. Indeed films from the major industeésArgentina, Brazil, Cuba, and
Mexico constitute the only representation of L&imerica in the catalogue.

When Enrique and Rosa finally reach a safe matebs Angeles, they are shown into an
appallingly dirty kitchen, quite different both frothe one at home and the pictures in



Perceptions of the United States in Some Bolividms-i 195

war-torn Guatemala where Enrique’s and Rosa’s fash@urdered and their mother
taken away by the armiyStill, the family is also under attack, materiatyd
spiritually, in the U.S. To get there, brother aister must sacrifice their mother’s
jewels in Tijuana in order to fund their trip acsdbe border. Once in Los Angeles,
Enrique, desperate for work and encouraged to ghsdehis family ties in favor of
his own individual well-being, is almost ready éaVe his sister alone to die so as to
pursue a green card and the sense of securithdsabeen denied him both at home
and in the United States. This replaces his eatbgiction as an idealistic naif who
will earn good money in the U.S. and return with gains to his village. His loss of
values is portrayed — in the words of a motherlyxidan character — as being a
sickness worse than his sister’s: “Rosa may begdyint you are already dead.”

The second time we see images of the United Statdee film, it is the cars,
lawns and neat houses of suburban L.A. or San Diggsented, safe and secure, in
contrast to the dereliction of Tijuana. This momtdgkes place immediately upon
Enrique’s and Rosa’s arrival in Tijuana and is espnted as a visualization of the
(empty) promises of theoyoteswho await the buses from the South in order to
exploit the desire to move to the North. The attiaf lawn-watering for show is
perhaps the most prominent image in this montag¢hefwell-kept house and
lifestyle. The final shot in the sequence showewlving sprinkler, part of a series
of circular and circulating motifs which runs thgtuthe film, and seems designed
primarily to reflect an indigenous sense of comrtyuand continuity foreign to the
northern neighbor. But where are we to locate thesges? Enrique’s and Rosa’s
notions of the north are not so well-formed. Thages are conjured up by words
that come, indeed, directly from tlweyote represented visually by beginning the
montage with an extreme close-up of the rapidkinagl mouth.

The manipulation of language has already playesleain Enrique’s and Rosa'’s
odyssey. They have been instructed by a worldlewld.S.-experienced fellow-
villager, to swear like Mexicans, and will, indeeshon use this tactic with U.S.
Immigration (a Migra) in order to be returned to Tijuana, rather tharm@mala,
after they are caught attempting their first borcl@ssing. Later, in Los Angeles,
Enrigue — now Ricky — works in a high-end restayraalled “The Princess” in
contrast to the retiredoyotes Tijuana eatery named.-&a Populacion’ (The film's
reflection of a class-based hierarchy of languagdedigenous-Spanish-English — is
here extended by the fact that the menus at Thecdéd$ are printed only in
French?) In the meantime Enrique and Rosa begin to leagligh through the L.A.

Good Housekeeping\evertheless they do have both electric light arldish toilet and,
quite problematically, are apparently delighted wgfowith these conveniences to over-
look the dirt. In any case, Rosa soon has theindivquarters both shining clean and
distinguished by the addition of some brightly-aeld cloths, symbolic of their family
and village.

The Guatemalan military government was, of cowssengly supported financially and
logistically by the U.S.

Cf. llan Stavans’s work on hybrid languages andamguage acquisition by immigrants,
for example in his memo®n Borrowed Wordsr in his study oSpanglish



196 Chris Lippard

public school system. Scenes of English languageses are common in films
which reflect on relations between Latin Americal dhe United States, as new or
prospective immigrants or elites learn the languafj¢ghe dominant hemispheric
power. Enrique’s improving English gives him theasbe to move up at work but
also elicits a few words of jealousy from a fello@hicano, worker who callsa
Migra on him.

The control and interpretation of language is dgusadnificant inThe Silence of
Netq set in 1954, which uses the central presencheofddio to show the war of
words that accompanied U.S. threats to Guatematamodracy on behalf of the
United Fruit Company. We hear President Arbenzgreation speech and are con-
stantly reminded that to stay silent is to acqueeset such silence, we understand,
has been deeply ingrained in the culture by histditye film begins with Neto
listening to the World Series on the radio — thstfthing we learn from it is that
1954 is “the moment of truth for the Cleveland &rdi.” Not just theCleveland
Indians:The Silence of Netdelineates the same ethnic/linguistic power-stmects
El Norte one in which Indians have little stature or ségurn response to a
casually slung racial slur — “dirty Indian” — a sdfboy is admonished (or in-
structed): “in this countrgveryonas Indian.” At Neto’s swanky school, meanwhile,
English is a prominent focus, with the girls betagght ballet in culturally presti-
gious French. After Arbenz’s resignation Neto'sh&at loses his position in the
government bureaucracy — while Neto loses hisrigirifl, and also his teacher. The
latter is replaced by a “stuffed-shirt” instructarthose orientation is distinctly
towards the North. Alongside the Guatemalan flagrigurled a huge, new map of
the U.S. so that the students can recite the ¢sjpitdhe states, pointed out in alpha-
betical order. Neto remains silent, however, his-participation signifying a refusal
to play this new game. The scene demonstrates agtysif somewhat unsubtly, a
view of Central America as periphery to the Noithe superior significance of the
United States and its geography is echoed elsewhedte film: while we at one
point witness an anti-U.S. demonstration whichudels placards with such slogans
as “Yankees go home,” Neto is frequently seen sgpra New York Yankees
baseball cap, a striking reminder of the game weevatching in this film between
Yankees and Indiars.

Bolivia, too, has been the setting for showdowrig/ben Yankees and Indians in
which individual, cultural, and linguistic secueisi are at stake — as they continue to
be today — and this condition has formed the Hasisnany of the films, as well as
the theoretical work, of Bolivia’s best-known andshimportant film-maker, Jorge
Sanjinés, who consistently foregrounds Indian erpees. Often defined as the
poorest country in South America, Bolivia also Iias highest percentage Indian
population: although ethnic boundaries are increggifuzzy, close to two-thirds of
a population of around 8 million are indigenouse ®ymara and Quechua commu-
nities of the western highlands altiplano are the most substantial and coherent

® In the 1954 Series the Indians are playing theddati League New York Giants rather

than American League rivals, the New York Yankees.
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ethnic groups and their languages the most spoltear than Spanish. It is in these
communities that Sanjinés and his Ukamau group rtfaélims which place him at

the heart of “third cinema”: a group of loosely nested films made in many parts
of the less industrialized world, but most cleapitomized by the Latin-American

works and accompanying theoretical writings whidfirted it at the end of the

1960s and in the 1970s.

The term “third cinema” is developed by Argentin€grnando Solanas and
Octavio Getino in “Towards a Third Cinema” (196%he cinema they propose is
distinguished both from Hollywood’s “first cinemahd what they term the “second
cinema” — of the French New Wave in particular &uwlopean auteurism in general.
One characteristic of first cinema is the hidingtlué labor and technology used in
its production. To quote a very slightly later wdslt Cuban theorist Julio Garcia
Espinosa, it is a “perfect cinem&Narrative here is king, and distractions from it
unwelcome. If this kind of commercial cinema ise'tprincipal enemy,” to quote the
title of one of Jorge Sanjinés’s films, then thsadivantage of the second cinema, at
least for Solanas and Getino (and for Sanjinés, talks in similar terms about what
he calls bourgeois cinema) is too great a reliamtehe director’s vision. “The
problems with which he deals are the problems ititatest, preoccupy or concern
him,” writes Sanijinés (60). He rejects

an individualist art which believes it is based Boten individual ability, on the talent
and intuition of the artist, and which feels qualifito apprehend reality and penetrate

deeply into it, without realizing ... that the indival is determined in social inter-
action with others. (65-66)

Sanjinés proposes a popular or revolutionary cinen@e collective in nature,
implicitly opposed to Capitalist ideology, and redtin the concerns of the (Indian)
community (65). In John King’s words, Sanjinés'drniffmaking would in future
deal with the history of the collective, seekingréactivate the popular memory
denied by the hegemonic powers” (194). In line witls thinking, he moves away
from the scintillating formal strategies and relatisecurity of authorial control
which characteriz&lood of the Condo¢1969) to a cinema which not only responds
to but fully incorporates the perspective of higligm subjects in the films which
follow it: The Courage of the Peop[£971) andTrhe Principal Enemy1973).

These, like all Bolivian films, must be sent abreath Argentina, or the U.S. or
Europe — for developing and printing. Unsurprisyndgolivia has developed little in
the way of a film industry or facilities for posteuluction. In many ways the
country provides a paradigm of colonial exploitationining one resource — first
silver, then rubber, then tin — for export as a raaterial, while remaining severely
underdeveloped. For leftists such as Sanjinés,eioitation evidently derives
primarily from the United States: its wealthy lifge directly related to the ex-
traction of surplus value from impoverished natisash as Bolivia. He argues that:
“If we were to paralyze ajfanquiactivity in Latin America or set our own prices fo

Garcia Espinosa’s essay, like Solanos’s and Gstimahifesto, is most readily available
today in the first volume of Martin and in Chanaadlection.
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our own products, the monster would be disarmedpansgh. They are dependent
on us; not the reverse, as they want us to beldigeare poor because the U.S. is
rich!” (36).

More recently, Bolivia was in the news in 2000 whe angry citizens of
second city Cochabamba — suddenly required to wa&etas much for water —
successfully turned back the World Bank-mandatedatization of their water
supply by U.S. giant Bechtel, thus landing the #ah government in international
neo-liberal hot-water. In 2005, similar protestsiagt the abuses of Suez — a
French-based multinational and the world’s largeater company, contracted to
provide water to El Alto, the poor, sprawling cin thealtiplano above La Paz —
were an important factor in mobilizing indigenousliBians to oust presidents
Gonzalo Sanchez de Lozada and Carlos Mesa resglgctiwo Morales, elected on
a platform of opposition to neo-liberal privatizaij assumed the presidency and
quickly negotiated the end of the agreement witez3u

U.S. influence may often be apparent in Boliviaywkwer Bolivia remains, to
most U.S. citizens, a country unknown — to quotatiaer of Sanjinés’s films, it is a
clandestine nationThey might, perhaps, associate it with the prédoaf cocaine,
and this is, in fact, one issue over which the & shown considerable interest in
Bolivia of late, intervening in elections on behaff Sanchez de Lozada, a U.S.-
educated millionaire, while threatening to cut aiffl should Morales, the Aymara
Indian leader of the country’s coca-growers, betel: — as eventually he was.
Following Sanchez de Lozada’s successful 2002 ceympBduardo Gamarra, direc-
tor of the Latin American and Caribbean Centerlofiéfa International University,
author of several books on the political economySoluth America and of the
narcotics trade, and a White House supporter anissiue, wrote that, in terms of
national and international security, “Bolivia wasirgg to go [had Morales won the
presidency] from being the Nepal of the Andes, mawtic and exotic nation, to
being the Afghanistan of the Andes, dominated hyméraffickers and terrorists”
(gtd. in Faiola). Leaving aside the violent pobfistrife then afflicting Nepal, one
might note that it is the Indian cultures of thed&és which here earn Bolivia the
commendations “romantic” and “exotic,” and the saaeenographic, presumably,
that constitutes the potential “narco-traffickersd aerrorists.” Coca, used by the
rural Quechua and Aymara for individual purposes means of relaxation in an
often harsh life — is also used as part of trad#&locommunity (romantic and
exotic?) cultural and religious rituals. As suchc¢a plays a significant role Blood

" In Blue Covenant: The Global Water Crisis and the Coratle for the Right to Water

Maude Barlow details the successes and failureseofviater justice movement in South
America in an attempt to explain its significant riiabhg power against neo-liberal
orthodoxy.

Sanchez de Lozada’s nickname is El Gringo (LuykxMlprales, perhaps helped by the
threats from the North, ran Sanchez de Lozada & desond in August 2002, and won
the election in December 2005, following the falfa@fmer vice-president, Carlos Mesa's
government.)
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of the Condor which remains Sanjinés’s best-known film outsid¢in-America
partially because of its attack on purported Pé&amgs sterilization activities in the
Andean communitie¥lt is the story of a Quechua village's violentetjon of the
Corps after a ceremonial consultation of the camavés, but also of Paulina’s
journey to the city in order to find blood for hiejured husband, Ignécio, and the
efforts there of his bother, Sixto, who, unableget help for Ignacio, finally
abandons his life in the city to return to his commity.

In Blood of the Condorthe U.S. Peace Corps workers are shown as obdivimu
indigenous traditions and sense of community. Umadhd unwilling to learn
Quechua, they impose charity, but expect gratitide. sense they are peripheral —
we see them largely in relation to the Quechuaatttars whose story this is. The
first time the Americans appear is as they attetogiuy eggs from Paulina when
they pass her on a mountain road. She will onlg ghem three because the rest
have been collected for sale at the fair — or niailkee female corps member, Kathy
(presented as still less attuned to her environrfemt her male colleagues) asserts,
in a somewhat transparent reference to the stdidiz project: “we neeall the
eggs.” Her colleague Tom’s failure to persuade iRaulo provide them prompts
Kathy to disparage his stumbling attempts at threguage: “Oh, hell. You are
wasting our time.” For the Americans, economicsadie take precedence over
custom, individual accomplishment is privileged ogecial need, and saved time is
gained time: “If you sell us the eggs, you donvé#o go to the fair,” they argue.

Because of the complex, non-chronological way inctvithe narrative is told, a
scene in which the Indians are instructed, by atilimgiual military officer, to be
grateful for the charity of the Peace Corps isrouewith Sixto’s futile efforts to get
enough money for blood for his brother. This stmoet— one which, as Sanjinés
himself later suggested, is more characteristicseéond cinema than third —
accentuates the inappropriateness, even the croéliyat charity. Thepaisanosare
told that “the gentlemen have come from abroaddlp lus” and Tom adds that
sacrifices have been made in order to build theicaédenter. The impositional
nature of the program is further emphasized bywhg in which the Quechuas are
regimented — lined up against a wall — before bgivgn clothes “donated by the
children of foreigners living in La Paz.” Cut to Baz, where Paulina’s and Sixto’s
foreignness in their own capital city is being yulevealed; unable to communicate
with a Spanish-speaking doctor, Paulina must usécha child as an interpreter,
while Sixto’s search takes him to a country-clubndir where doctors are honored —
in English — as forward-looking scientists. The tngéay dawns and themericanos
awake to find the clothes returned. The discovemnade by Kathy in an extreme-
long shot which contrasts with the close-ups andiome shots of the coca cere-
mony that follows and which determines that theifgmers are “sowing death.” The
torch-lit march on their headquarters climaxesrnreatreme-long shot of the corps
members dancing, by electric light, to loud danaasio — contrasting with the
traditional pipes used throughout the film — in ampestairs corner of their building.

°  Cf. Siekmeier for an analysis of the causes, aumeseces and validity of such claims.



200 Chris Lippard

Captured and interrogated by the Indians, Tom amddileagues come up with two
defenses, two reasons that should offer them sgduyiplacing them beyond the
reach of the indigenous population. The first isamality: “my embassy will not
allow it,” the second, science — in contrast to duixotic, exotic affirmations of
mother coca, their calling is based on objectiviéeida, divorced from the local
peculiarities of language and custdi.

Such cultural intricacies are, in many ways, thejett of Chuquiago directed
by Ukamau cameraman Antonio Eguino and releas@®77. Eguino had remained
in Bolivia after Hugo Banzer’'s 1971 coup which Bdnjinés to spend several years
in exile, making films in the Quechua communitigskeuador and Peru. Distin-
guishing himself from Sanjinés, Eguino avows:

We are not going to be the guerrillas of Latin Aroarall the time. It is very romantic
for intellectually oriented Europeans and Americemsapplaud the filmmaker with a
camera in one hand and a gun in the other. ... | wan¢ach a greater number of
people with my films. (gtd. in Burton 166)

Chuquiagofollows this prescription and proved to be an exly successful
film, reaching as large an audience as any filmlcc@xpect to in Bolivid?! It
consists of four stories, set in the capital, edehturing a protagonist with
progressively more social standing and (finangaburity. As the choice of title —
the Aymara word for La Paz — suggests, languageissue througho@huquiago.
The first tale is of Isico, an Aymara boy brougbt the steeply sloping outer
environs of La Paz to apprentice with a street vemeho sells hot drinks. Her first
guestion: “Does he know Spanish?” His parents’easp?: “A little. He runs like a
goat.” We get some evidence for their second cldéim,none for their first — the
inference is, in any case, clear: Isico is in savag more akin to the languageless
goats of thealtiplano than to the wealthy Spanish-speaking citizens otreéLa
Paz.

This opening story also introduces the ideal oflimged States, a thread which
will run through the film. Isico is picked by a e#t-hawking shampoo-salesman to
have his filthy hair washed. The product is “imedrfrom the United States: pure
palm-oil,” and, after the cleansing is completdte salesman provides the young
Aymara boy with a desire apparently befitting héswn clean, Americanized hair as
he declares to his audience, of his young helgde doesn’t want &holita or a
sefiorita;no he wants a blondie [little white girl].” Thuge leave Isico’s tale well
primed for Johnny's which comes next. Johnny, isoAymara, he lives a little
further down the side of the hill, closer to theaBigh-speaking center of the city on

10 ¢f. Ricardo Salvatore’s comments on a more acatlesvientific conquest of Latin

America through the accumulation of texts in U.Sdikes in his essay “Libraries and the

Legibility of Hispanic America: Early Latin Americano@ections in the United States.”

™ In an interview withCineastereprinted in Burton’sCinema and Social Change in Latin

America Eguino contends that “Almost five hundred thouspadple saw our film, and
no other film in Bolivia has achieved this. We cay that we have finally reached that 5
per cent of our population that, according to sta$, are regular moviegoers” (166).
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the valley floor — and his desire for “blondies;’ the sense of ethnically different
women, is conscious and consum’rﬁgﬂ.\lienated, and contemptuous of his own
culture, which is a hindrance to his success irPha, Johnny’'s dreams are of the
girls, cars and opportunities of the North. We Isige first in his bedroom. Outside,
his father, brother and a friend prepare their mianner for the city’s annual Great
Power Parade and tradition@ullawa dance. Johnny, meanwhile, dresses neatly,
combs his hair, applies cosmetic cream to his faeé,practices his pick-up lines on
his pin-up girls. He then attends his English ¢lagkere he and others answer
guestions about the professions and home cities s#fries of characters. After the
class, a fellow student tells Johnny of an acqaaiteg of his who has become an
agronomist in the United States and gives him #rel of a man who supposedly
runs a business specializing in finding work fougg able-bodied Bolivians there.
We next see him walking with Maria, the woman w&ehaeen him sitting by in
class. Johnny tries to persuade Maria — who i®hiitdian blood — to go to a movie
with him, but what little chance of success thisesne may have is abruptly ended
when Maria’s uncle, passing by in a car, picks iso as to deliver her from the
racially unsuitable company. The difficulty of Joiys situation is immediately
confirmed by the film’s attention to the geogragtiythe city. Eguino explains: “we
wanted to emphasize the height of the hole of L& Paanchez-H 119). Whereas
Johnny lives somewhat down the hillside rather tatithe top of the surrounding
ridge of mountains as does lIsico, he is still famf the wealth and power of the
Spanish-speaking bottom of the valley. Johnny tescehded much closer to the
center of town for his English lesson and, withautar, he lives too far out of the
center — or up from it — for a bus to take him elé@ home. As he climbs the hill,
away, so to speak, from English and Spanish, tosvhaislindigenous roots, he is hit
by some waste water, thrown from a doorway andnded for the gutter but
evidently symbolic of all he wants to — but canhr@scape. He answers with a racial
insult which backfires: as the girl he argues wattserts, he is indeed cholo
himself, despite his leather jacket, face creard,|l@guistic aspirations.

Next, the threat to family which the desire forgiuistic upward mobility en-
genders is made clear. Johnny argues with hisrfatifesing to speak Aymara or to
eat traditional Indian food just as he has rejedteslCullawa For Johnny the
English language is a potential passport away fitumlife of hard labor with slight
security or material reward. In Clifford Geertz&sms, his outward-looking sense of
language is epochalist — a means to connect hithed'external cultural ideal”
— rather than essentialist — a way of connectingp¢al practices (qtd. in Luykx

12 Chuquiagopuns throughout on the relationship between begmamimen. One source for

this lies in the nampacefia the Bolivian Pilsner or light beer, which is atbe term for a
female resident of La Paz. The offer of beer isstbften conflated with the offer of
women. In one scene, for example, Johnny, havingredd“blondies” §acefia} for his
drinking buddies, immediately calls mggra(brunette) girlfriend.
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15)12 Just attending the class has, in a sense, alldiradto rise socially, and
ultimately it could lead him to a secure, rewardiageer as an agronomist, perhaps,
or a dentist, like the Georges and Jims about whigss the teacher asks him
questiong? Following his friend’s advice he visits the fraleht travel agent-cum-
work facilitator. He might as well be in the detiischair for all the input he has.
Entering the office, he is spotted by the charlatéio immediately launches into a
non-stop avalanche of language, designed to pmyelinny how much he deserves
a chance in the United States, and how easilyafpropriate financial outlay, he
can get it. Alienated from his own culture and smaliby the promise of the North,
Johnny is easy prey. Thus, in Bolivia, while th&lremains a promise, it is also a
threat, a gamble that may not pay off. Johnny dkesformer, butChuquiago
emphasizes the latter. While well-healed Patrigiathe final story, resists her
parents’ desire that she go to university outsite ¢ountry, believing that she
should stay home and learn about Bolivia’'s ownepstvith a view to effecting
some change, the less privileged Johnny emphatiealhts out. The travel-agent,
however, there to receive the money Johnny hasrstid gone when he returns for
the tickets.

Aurolyn Luykx argues that the Bolivian sense ofiomdl identity is tied as
closely to the “Third World” as that of the Unit&dates is to the “First World.” The
two countries symbolize antithetical visions. Strées that:

the intense patriotism and ethnic pride charadtegizo much of Bolivian nationalist

feeling is perversely complemented by a self-degimeg discourse in which speakers
speculate on possible internal causes for theintrg's dependency, poverty, and
underdevelopment. From this perspective, all thifogsign are superior to anything
produced in Bolivia. (35)

Luykx supports this claim by reference to sevemhmon jokes which either
directly show Bolivian inferiority — for example Baan crabs, which, unlike crabs
from the U.S., do not have to be enclosed to pretrezir escape since it can be
assumed that they will pull each other back intptivdly — or suggest it more
elliptically, as in the following instance:

13" In addition to an application of Geertz’s termirpfdo Bolivia, Luykx also notes, writing

in 1990, that disdain for the Aymara language hasnbincreasingly replaced by an
expression of pride in it (13). This change botepared the ground for and has been
accentuated by the political success of Evo Moraled the foregrounding of Indian

concerns.

It does seem to me that dentists get mentionegbptionally more than you would expect
in English language class scenes in films andhéncontext of my concerns in this essay,
I am struck by the fact that one thing you cannmtirdthe dentist’'s chair is talk — the
dentist is the master of language, while you areiced to grunting as he or she roots
around in your mouth. In any case the professiodewitistry appears to suggest a life of
leisure, a symbol of the sweet and secure lifes ith ithe United States that the promise of
such a life exists for Johnny.

14



Perceptions of the United States in Some Bolividms-i 203

A drunk is staggering alongside a pool of water. Alid@nd foreigner passes by, and
the drunk accidentally bumps him into the pool. Mabwing how to swim, the
foreigner begins to cry out ‘Help, help!; the dkunbserves him gravely and then
remarks, {Sonso! En vez de aprender inglés ¢por qué no ajstna nadar'?(32)15

Although there is evidently a critique of the pofumérgringo here, in which the
security offered by the English language is suddantl comically undercut in what
Luykx calls a “burlesque fantasy of inverted powére joke also comments on the
Bolivian: why is he drunk? As Luykx suggests, sactietail is not necessary to the
punch-line, but it is a part of a somewhat selpdraging humor which argues not,
straightforwardly, “I can be or am better than yoout, “I'm drunk, backward,
uncivilized, but can still be better than you.” B@ can carry such a valence
elsewhere in South America too, as in Argentineiddrisrael Caetano’s film,
Bolivia (2001), set entirely in Buenos Aires, featuringaiBan man, hired as cook
by a neighborhood bar, who has crossed the boadéind work to support his
family back home in an unseen, underdeveloped BolAn earlier Argentine film,

A Shadow You Soon Will B@Hector Olivera, 1994), features an unnamed
protagonist, looking for a place to hide from therld, who plans to leave Argen-
tina, he tells us, for Bolivia, which stands foethemote, a place off-the-beaten-
track. This is a road movie, and on his travels, sharcher meets another traveler
whose ideal journey ends in Cleveland. Thus the am® headed in opposite
directions, psychically as well as literally.

Several years ago, in Montero, Western Boliviatgsters clashed with police
and soldiers and forced an oil pipeline to shut W@ they demanded a paved road
be built to oil-town Santa Rosa. Bolivia is cleasiill in need of infrastructure.
Within the country battle has been joined aboutdst way to achieve this develop-
ment; traditional Indian ways sometimes come togrethith the goals of multi-
national corporations; very often they do not. Biévownership of water supplies
achieves occasional improvements in lifestyle, lwitother instances, provokes
bitter animosity, as the powerful individual is se® again exploit the Indian
masses in ways a little too akin to the sixteemthtery Spanish overlords of the
silver mines and twentieth-century tin barons. Camity development may some-
times — as in the case of coca production — claigih W.S.-promoted notions of
national and international security. Bolivia rensain country in which perceptions
of U.S. intentions remain inextricably bound uphwé people’s sense of place and
of security in the world.

Works Cited

Barlow, Maude.Blue Covenant: The Global Water Crisis and the Contadtle for the
Right to WaterNew York: New P, 2007.

Burton, Julianne, edCinema and Social Change in Latin America: Conveoseti with
Filmmakers Austin: U of Texas P, 1986.

15 “Idiot! Instead of learning English why didn’t ydearn how to swim?”



204 Chris Lippard

Chanan, Michael, edTwenty-five Years of the New Latin American Cinetandon:
Channel Four/British Film Institute, 1983.

Faiola, Anthony. “Bolivia’'s Ex-President Regains Pdsegislature Picks U.S. Educated
Millionaire over Leader of Coca Farmer®Vashington Posb Aug. 2002: A9.

King, JohnMagical ReelsRev. ed. New York: Verso, 2000.

Luykx, Aurolyn. The Citizen Factory: Schooling and Cultural Prodantin Bolivia Albany:
State U of New York P, 1999.

Martin, Michael T, edNew Latin American Cinema vols. Detroit: Wayne State UP, 1997.

Salvatore, Ricardo D. “Libraries and the Legibilipf Hispanic America: Early Latin
American Collections in the United Stateklybrid Americas: Contacts, Contrasts, and
Confluences in U.S. Literatures and Culturéxd. Josef Raab and Martin Butler.
Munster: LIT Verlag, and Tempe: Bilingual P, AZ, 20081-212.

Sénchez-H, Jos&he Art and Politics of Bolivian Cinembanham, MD: Scarecrow P, 1999.

Sanjinés, JorgeTheory and Practice of a Cinema With the Pepfl@¢79. Trans. Richard
Schaaf. Willimantic, CT: Curbstone P, 1989.

Stavans, llanOn Borrowed Words: A Memoir of Languagéew York: Viking Penguin,
2001.

. Spanglish: The Making of a New American Languadew York: HarperCollins,
2003.

Siekmeier, James. “Sacrificial Llama?: The Expulsaf the Peace Corps from Bolivia in
1971.” Pacific Historical Reviev$9.1 (2000): 65-87.

Filmography

Blood of the CondoDir. Jorge Sanjinés. Ukamau, 1969.

Chuquiago Dir. Antonio Eguino. Ukamau, 1977.

El Norte.Dir. Gregory Nava. American Playhouse, 1984.
The Silence of Net®@ir. Luis Argueta. Buenos Dias, 1988.



