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The Media as an Image Maker/Breaker:
The Case of TinaModotti and Its Literary Representation

Aracdi Alvarez

(ABSTRACT)

Thisthes's examines the role the media played in shaping TinaModotti’ s public image during
the 1920s in Mexico and the representation of thisimage in the nove Tinisma by Elena
Poniatowska. In Chapter |, the present study tackles also the issues behind the press attitude in
relation to the Mexican political Stuation and the communigt influence during the 1920s.

Chapter 11 providesareview of the exigting literature on Modoatti’ s life and her involvement in
the Mexican Communigt Party. It dso includes a brief summary of the Mexican Communist
Party’ s origins and development, since the palitica environment affected the gpproach of the
press upon Modotti.

Chapter 111 focuses on socia research through content analysis of press articles about Tina
Modotti, which were published by the Mexican newspaper Excélsor in January 1929. The
purpose is to andyze the language employed in these accounts in order to uncover a possible bias
behavior on the part of the press when covering Modotti’ s case.

Chapter IV dedswith the analysis of Poniatowska s novel Tinisma through a postmodern
perspective. The connecting theme between this and the former chapter is based on the insertion
of atidlesfrom Excélsor that function as latent and manifest intertexts in the novd. The
objectiveisto study these insertions in order to interpret Modotti’ s public and private images
within thisliterary framework. Postmodernism is a pertinent theory since it examinesthe
transgressions of widely accepted views to uncover or demydtify redlity.



Finaly, the concluson in Chapter V links the use of the media as an image bresker to the
Mexican socid and political context in the 1920s, and suggests politica reasons behind
Modotti’ s mistrestment by the press. In addition, the literary representation of Modotti in
Tinisma and the andysis through postmodernism provides strong support to this concluson and
points a the role of this nove as an image maker.
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Chapter |

| ntroduction

The relationship between the media and any organized group or movement may decide the fate
of the movement’ s goas. The media used as atool or as aweapon is a powerful resource because it
reaches alarge population, which, in turn, influences a movement’s membership. According to Paul L.
Jdbert, “ideology is seen to be aroutine feature of the socid production of news storieswhich is
congruent with political and economica interests, organized and unorganized. The mass media are seen
to occupy a significant place as organizers of ideologica production” (282). For this very reason, many
groups choose the media as the main pillar of support to build a certain image of themsaves or others.

In thisthes's, | have chosen the case of TinaModotti to determine how the mediawas used in
1929 as an image maker/breaker and the reasons for and aftermath of this usage. Modotti was a
communist photographer accused as an accomplice in the assassnation of a Cuban revolutionary, Julio
Antonio Mdla, murdered in Mexico the 10 January 1929. In 1930, Modotti was again accused of
planning the failed attempt to kill the Mexican presdent Ortiz Rubio and later that year, she was
expelled from Mexico for being a“ pernicious foreigner” under Article 33 of the Mexican Condtitution.*

My main god isto study the bias of the Mexican press, particularly of Excélsior, when covering
the Modotti’ s case, and aso to uncover the possible causes and the consequencesin relation to larger
issues. the Mexican politica Stuation, the accepted mora values of Mexican society, and the role of the
Mexican Communist Party during the 1920s.

In order to achieve thisgod | have chosen to study the topic using different gpproaches. socid
research through content analysis of newspaper articles, and literary interpretation through
postmodernist theory applied to Elena Poniatowska s novd Tinisma. By content analysis | examine the

press use of the language and the dtitude and intentions of the communicators in relation to the case of

! Article 33 of the Mexican Constitution was adopted in 1917, Alt defined foreigners and their rights, stated that they
could be expelled from the country by the president if their presence was considered >undesirable= and listed certain

transactionsin which they were forbidden to engage” (Constantine 144).



Modotti. By postmodernist theory | study the subversion of accepted patterns, such as stereotyping, in
order to reverse the image spread by the newspapers and to rebuild a new portrayal of Modotti.

The andysis of the press focuses on articles published after the deeth of Julio Antonio Méelaby
the Mexican newspaper Excdsor. The dates range from 11 January through 16 January 1929. In
addition, | have included accounts from American newspapers, such as, Washington Post and New

Y ork Times, to provide a counterview of Modotti’ s representation by the press. | have applied the
methodology of content analysis at the sentence and paragraph levels to extract and infer the manifest
and latent meaning of the texts. Although today these articles may seem sensationdist at first Sght, we
need to point out that the distance gained at the turn of the twenty-firg century may aswell influence our
judgment. It was likely that the Mexican audience believed news from a“ serious’ newspaper in the
context of particular socid and political congraints in the course of the 1920s.

Theliterary andlysisis based on the novel Tinisma for thisis an extensve work on the life of

TinaModotti, which contains excerpts from Excdlsior as latent and manifest intertexts. On many
occasions literature has served as a vehicle to uncover or demystify partid truths, asin this case.
Poniatowska reproduces Modotti’ s life using real accounts that include photographs, testimonies and
newspaper articles, aiming to produce an artwork with the mogt redigtic informetion possible (qtd. in
Garcia Pinto 175). However, she dso filled in the ggps of the “missing” history through fiction in order
to recongtruct the past. The use of the mediawithin this literary framework is highly vauable for our
study. Firgly, dueto the fictiona nature of Tinigma, it is not embedded into the rigorous congtraints of

history and thus gives way to a different interpretation of facts. And secondly, the distance in time from
the moment when the events took place alows both the author and the reader to gain a better
perspective of historica accounts.

| begin this thesis with areview of the exigting literature on Modotti’ s life and palitica trgectory
S0 as to compare and contrast what has been written about her to this date. This chapter iscrucia asa
background for the whole study if we are to understand how and why a certain image of her was
forged. | have dso included a brief account of the communist movement in Mexico sinceit is rlevant
for two basic reasons. Mdlaand Modotti were both working for the Mexican Communist Party at the
time of the nation, and Modotti’ s &ffiliation to the party was portrayed negetively in the actions
later taken againg her. In addition, it iswiddy believed that Mellawas murdered because of his



communist ideas, and thus Modotti’ s mistreatment by the press clearly points at causes rooted in the
Mexican politica and socia issues of the 1920s.



Chapter 11
TinaModotti’ s Life and Political Trajectory

Thelife of TinaModotti has been reconstructed mainly through her photographs, the three
Hollywood moviesin which she acted, and testimonies from people who met her. The little written
materid she left has been interpreted on numerous occasions: the letters she wrote to Edward Weston,
the preface to The Book of Robo (1922), a compilation of her husband’ s poetry and drawings, and a

brief article describing her photography, which was published at one of her photographic exhibitionsin
1930. Because so very little is known about her, the rest of the “story” has been generdly inferred from
these accounts, sometimes giving birth to books highlighting her work for the Communist Party, and
some others rescuing her career as a photographer. Most often these works have created an aura of
mystery around the figure of Modotti, which is easily exploited to atract the attention of the readers.
Therefore, producing areview of Modoitti’ s life without this extra“filling” resultsin a sketchy
presentation of information, yet untamed by added opinions.

For the following review of Modotti’s life, | collected information from very different sources:
art books, newspaper articles, history books, and other secondary sources, in order to compare and
contrast these different versons of Modotti. These pieces of information range from Tind s childhood to
the moment of Mella s degth, for this was the time of the fiercest press hunt of Modotti. The objectiveis
to provide an overview of Modotti’ s life as a background to better understand her involvement with
socidigt tendencies and the Mexican Communist Party. Thisreview sets the stage for the analys's of
what was published about her in Excélsor, and aso provides the grounds for the interpretation of
Poniatowska's Tinisma.

Assunta Addade LuigiaModotti Modini was born in Udine, atown in the north of Itay, in the
province of Venezia Giula, on August 17 1896.2 She was the second daughter and third child of
Assunta Modini and Giuseppe Modotti. Tina had three sisters and two brothers: Mercedes, Y olanda,

Giaconda, Benvenuto and Giuseppe. Tind s name was the short form of Assuntina and was the name by

% As stated by Christiane Barkhausen-Canale, 17 August isthe date on Modotti’ s birth certificate but her baptismal
record found in Santa Maria parish in Udine shows 16 August as the birthdate.



which she was known for the rest of her life, except during the Spanish Civil War when she used Maria
Ruiz and Maria Jménez as nomes de guerre (Albers 18).

Udine was a prosperous city due to the production of fine cloth and it remained a strong
Catholic enclave whose power dite, according to Sarah M. Lowe, “maintained socia ability in the
face of politicad change’ (Modernism 17). Giuseppe Modotti was by al accounts a socialist who
actively participated in demonstrations and meetings. He was, as his daughters later recalled, “a socidist
and staunch supporter of union causes.”® The importance of sociadism in the Modotti family is evidertin
the record of Tina s own registry in the parish church of Santa Maria delle Grazie. One of the witnesses
of Modotti’ s baptism was Demetrio Cand, the director of the socidist newspaper L’ Operatio, which
began publication the same month Modotti was born (Modernism 18).

Giuseppe Modatti and his family moved to Austria probably looking for new employment
opportunities, though as Lowe points out, Modotti’ s family members were not “impoverished
peasants,” but rather “skilled craftsmen with aradica orientation” (Modernism 18). Supporting this
notion are the records that prove Francesco Modotti, one of Giuseppe' s brothers, to be a mechanical
engineer and Pietro Modoitti, like his niece Tina, a photographer who owned a studio in Udine*

In Austria, Giuseppe Modotti worked in abicycle factory in the town of Ferlach, outsde
Klagenfurt. The children received their primary schooling in German, which replaced their native Itdian.
According to Lowe, lifein different locations during Tina s childhood explains her naturd ability to pick
up languages. Modotti not only spoke Itaian, German, English, Spanish and possibly French and
Russan, but dso trandated in thefirst four for publications like El Machete (Mexico), New Masses
(New York), Arbeter Illudrierte Zeitung (Berlin), and M OPR (Moscow) (Modernism 20).

The Modoatti family probably suffered harsh conditions as Itdian immigrants who were not

completely assmilated into Ausdtria s culturd framework. There was discrimination, particularly against
Itdians and Slavics. Chrigtiane Barkhausen brings up the topic in one of her interviews with two locas
from Ferlach:

Y argaret Hooks discusses also the possibility of Giuseppe Modotti running afoul of the law to Austria because of
his membership in Udine's‘ Socidlist Circle’ (10).

* Seeinformation regarding Giuseppe Modotti’ s family and their professionsin Hooks 12-13.



Lositadianos, dicen, preferian estar entre dlos, d igud que |os edovenos que venian del
otro lado de la montafia en busca de trabajo. No es que se les haya marginado, dicen,
pero parasu aidamiento hubo buenas razones: labarrerade idioma, las costumbres tan
diferentes... Fue naturd que cada uno quedara con los suyos, s, fue unasolucién
razonable... (39).
However, neither Barkhausen nor some other authors agree in this respect. Barkhausen hersdf affirms
that “the common experience of explaitation and isolation, in which they could not possibly see anything
‘reasonable’ may have kept Savics and Itdians eyes open” (42). Furthermore, Lowe claimsthat Tina
might have learned alesson in class consciousness since she belonged to a group that was discriminated
againg. Thisisakey point upon which many scholars agree when studying Modotti’ s later involvement
with socia causes through her palitical and photographic work. According to Vittorio Vidai, one
episode that Modotti remembered was aMay Day parade on her father’ s shoulders, when shewas a
smal child.® In Congtantine’s Tina Modotti: A Fragile Life, Y olanda Modotti also recalls thisinstance as

an important memory for Modotti.

At the turn of the century, it is clear that the economic Situation and working conditions did not
favor the Modottis. Thus, they moved back to Udinein 1905. This same year Giuseppe decided to
leave his family and move to Pennsylvania where his brother Francesco lived. Two years later he moved
to the West coast and opened without much success a photography business in San Francisco’s Little
Italy neighborhood. Despite the efforts of Tina s father, the family a Udine went through hard financia
times. Tinaand her elder ssters had to work at a cloth factory for long hours to bring food to the
household.®

In 1912, Tind s eldest Sster, Mercedes, moved to the United States to reunite with her father.
A year |ater, Tinatraveled to meet them in San Francisco. She was then sixteen years old and declared
hersdlf a student when immigration officials asked about her occupation. There is no doubt that
Modoaitti’ s childhood in Italy left atrace of poverty and sacrifice visible in the photographic works she

°Vidali’swords quoted by Mildred Constatine 24. Also quoted by Barkhausen 42-43.

® v olanda Modotti relates famil iy’ sdifficulties at the time, while highlighting the dedication and strength of Tina

when she was only fourteen in Albers 20.



later produced.

In San Francisco, Modotti started out working as a seamdtress at |. Magnin, “afirm advertisng
itsdlf asimporters, manufacturers and retailers of ladies, children’s and infants wear” (Hooks 18). The
garment indudtry, as wel as mining and the railway, experienced unionization through the Indudtria
Workers of the World (IWW), founded in 1905. The aim of the union was “the emancipation of the
working class from the dave bondage of capitdism,” asits founder William D. Haywood stated
(Goldberg 41). The IWW worked together with the Socialist Party in order to reorganize socid and
economic forces by means of collectivism. The conditionsin the textile industry were precarious as
Goldberg affirms

In the sweatshops and factories of the textile industry, nine and ten-hour days in weeks
that included Saturdays and sometimes Sundays were common. Pay scalesfailed to
meatich the cogt of living, and families maintained a precarious existence by opening their
home to boarders and sending children to work (43).
Immigrants were particularly suited to join the movement since they were part of the oppressed
minorities. the homeless, the poor, people of color, the uneducated. The Italian presence in the unions
was fostered by figures like Arturo Giovannitti and Joseph Ettor, who claimed, “if the workers want to
win, dl they have to do is recognize their own solidarity” (qtd. in Goldberg 50). The climate of Strikes
and demongtrations was not new for Modotti and one could surmise that her class consciousness was
inevitably shaped by those events.

In the textile factory, Tina began modeling for . Magnin's newest designs and she dso got
involved in sawing costumes for theater productions. However, dl scholars point out San Francisco's
Panama- Pacific Exhibition asacrucid event for Modotti’ s artigtic involvement. The exhibition was a
proclamation of the vanguard tendencies in the arts. As Hooks affirms, “the exhibition of Fine Arts was
truly more than a gathering together of grest painting and sculptures. It wasaschool...” (21). It was
here where Tinamet her future husband, the painter and poet Roubaix de I’ Abrie Richey. According to
Lowe, Richey may have been an anarchigt in light of a portrait taken by Edward Weston, in which heis
wearing a black four-in-hand tie, which was the badge of anarchism. Moreover, Lowe affirmsthat, “to
find a proof of amore ardent conviction in his stance againg the US intervention in Mexico may be
deduced from cartoons he published seven years later” (Modernism 35). Thelittle that is known about



Robo, the short name for Richey, comes from Tina s collection of his poetry, paintings and short stories,
published after Robo’s death in 1922 under the title of The Book of Robo.”

Tinaand Robo got married in 1917 and left San Francisco to live in Los Angdles. The Richey’'s
house was ameeting point for artists and where, according to Vittorio Viddi, Modotti slently learned
about Nietzsche, Freud, Tagore, Marx, Lenin, and Trotsky.® Modotti’ s exposure to the art world
probably led to her interest in going on stage in severd theeter productionsin the Itdian colony. Severd
reviews gppeared in the Italian newspaper L'’ Itdia gpplauding her performances in playslike Morte
Civile, Gli Spettri, and Disonesti (Albers 41). After these experiences, Modotti probably thought of

developing her career as an actress since two photographs were taken by the photographer Arnold
Schroder to promote and advertise her.? Soon, her firgt incursionsin Hollywood movies reveded
Modotti in afemme fatale rolein The Tiger's Coat (1920). Likewise, Riding with Death (1921) and |

Can Explain (1922) exploited Tina' s physica appearance, adding roles of exotic and temperamenta
women. Though highlighting Modotti’ s performance, critics assessed the movies as mediocre resulting in
Modotti’ s first and last cameo gppearances in the Hollywood scene (Hooks 41).

The meetings a the Richey’ s house gathered an important part of Mexican influence through
Mexican exiles like Rafad Vera de Cérdova and Enrique de la Pefia. Both artists escaped from the
politica turmoil in their home country. Ricardo Gdmez Robelo was dso aregular at Modotti’ s house.
He was aformer attorney general of the deposed regime of Victoriano Huerta. Robelo aso produced
poetry and trandated the works of Oscar Wilde and Edgar Allan Poe (Hooks 38). Linn A. E. Gaedso
belonged to the Richey’s circle of friends. Gale published a monthly magazine in Mexico City with
editorids romanticizing Mexico. According to Dondd L. Herman, “Gae, amember of the Executive
Committee of one of the two communist parties which existed for afew years during the Carranza
adminigration, attempted to explain why American intervention worked againg the redization of
communism in the country.” *° Robo contributed to Gale' s Magazine with political caricatures

" See details of the Modotti’s prologue for The Book of Robo in Barkhausen 51.

8 vittorio Vidali guoted by Barkhausen-Canae 53.
% See references to these photographs in Constantine 34-35. Also in Lowe sModernism41.

1% erman 31. Barkhausen-Canale affirms that Gale' sM agazine was the paper for the PCM, founded in 1919 though



reproducing, among others, Mexican victims under the power of banker-type individuads as symbols of
Wall Street (Modernism 55).

TinaModotti met the photographer Edward Weston in 1921, probably through one of the
meetings a the Richey’ s home. Weston was dready an established photographer of 35 years, married
to Flora Chandler and running his own studio. Tina started modeling for Weston, and sometime after
they began aromantic rdationship. Weston il maintained his friendship with Robo and, by al
accounts, the latter was aware of hiswife' s romance though he remained silent abouit it.** Tinaand
Weston exchanged love letters, especialy during the first part of their relationship. Modotti entered
Weston's circle of friends, meeting photographers like Dorothea Lange, Imogen Cunningham and Johan
Hagemeyer.

In 1921 Robo made histrip to Mexico seeking ingpiration for his paintings, while Modotti
stayed and worked in the movies Riding with Death and | Can Explain. Modotti planned to travel to

Mexico with Weston and meet her husband there. Robo pictured Mexico as “the land of extremes.
Great wedlth and grest poverty moved side by side but thereiis little that is devoid of its beauty.”*®
Unfortunately the plan never came about since Robo contracted smalpox and died in 1922. Tinaand
her mother-in-law left for Mexico to bury him and Modotti stayed there for two months, making
contacts through Gomez Robelo, who was now the chief of the Education Ministry’ s Department of
Fine Arts (M odernism 60). These two months were probably the find influence in Modotti’ s decision to
move permanently to Mexico.

She was devastated by the death of her husband and only six weeks afterwards terrible news
camefrom the US: her father had died in San Francisco of stomach cancer. After these events she

resolved to move to Mexico with Weston, who offered her the responsibility of taking care of his studio

never recognized by the Communist International. The magazine was intended for the Americnaleftistswho lived in
Mexico and the US. See Verdad 61.

llApparently Tinaand Robo’ s marriage was already deteriorated and Robo chose not to confront reallity. See also
Hooks 44-46.

12 Amy Stark published in 1986 a book with private letters form Tina Modotti to Edward Weston. Unfortunately,
Weston' s letters are lost. See The L etters from Tina Modotti to Edward Weston by Amy Stark.

13 Roubaix del’ Abrie Richey to Edward Weston quoted in M odernism60.
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and the possibility of learning the art of photography. For Weston, staying in the US meant adecaying
marriage and alacking of ingpiration for hiswork. Mexico, however seemed aworld of new
opportunities. For Modotti, Los Angeles was a place full of memories and meant life without her
husband and her father. Mexico, though was an opportunity to develop a career and a change of
scenery. Hooks dso clams as possible reasons for their trip that in the US “redtrictive laws, Prohibition
and the growth of the Ku Klux Klan [was] unbearable [for them]” (61). Another possible influence for
Tina s decison was the Mexican artist Xavier Guerrero whom she met in Los Angeles while he was
arranging an exhibition of Mexican folk art. Tinaaso contributed to this exhibition.

Tina, Edward, and his son, Chandler, findly departed in July 1923 for Mexico. They arrived a
the port of Mazatlan and from there they traveled to the town of Colima and then to Mexico City. All
accounts coincide in highlighting the good impression both had of the Mexican people upon ther arival.
They were impressed with the Spanish colonid congtructions and the exuberance of the land but they
a0 noticed the poverty of the people, which probably reminded Modotti of her own childhood.

Tinaand Edward went to see Diego Riveraand hiswork. Tina served as an interpreter between
both men since Weston did not spesk Spanish, nor Rivera English. Riveraand other muralists belonged
to the Syndicate of Revolutionary Painters, Sculptors and Engravers of Mexico. The medium for

proclaming the Syndicate sams was El Machete. According to Mildred Congtantine, “they declared
solidarity in the effort to overthrow the old, inhumane systemn and to recognize the spiritud vitdity of the
race. They sought to restore the peculiar ability of the Mexican to creete beauty through indigenous
Mexican art” (54). As Congtantine recalls, the Obregon administration proposed a broad program in
the arts, including a program of popular education. Thiswas aso atimein which women assumed a new
place in society, gaining the right to vote and participate in government and business.

Weston and Modotti rented a house about forty minutes from the center of Mexico City, on El
Buen Retiro Sireet, but soon they redlized the difficulties in developing their photographic work so far
from the city and without a telephone, since the place was beyond the reach of the existing telephone
lines. They moved to Lucerna Street in Colonia Judrez, awell-off neighborhood that offered more
opportunities for the photographers.

Weston and Modotti frequently held getherings at their place, enjoying the company of artist
friends like Diego Riveraand his wife Lupe Marin, and the painters “Dr. Atl” and “Nahui Olin,” whose
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real names were Gerardo Murillo and Carmen Mondragédn, and the couple Germéan and Lola Cueto,
both dedicated to marionette theeter and painting. Another regular was David Alfaro Siqueiros. At the
parties of the millionaire Oscar Braniff they dso met the French painter Jean Charlot who was asssting
Riverawith hismurds.

Besdes the bohemian life, there were gatherings of amore political content, especidly those
with Diego Riveraand Bertram and Ella Woalfe, both founding members of the American Communist
Party. Also included in this group was Carleton Beals. Hooks supports that it was through the Wolfe' s
that Modotti and Weston entered into a“whirl of revolutionary politics’ (86). They were aso involved
inthe publication of El Machete together with Xavier Guerrero, Siqueiros and Rivera. El Machete was
crafted clandestingly and distributed to the people in the early morning hours in the streets.

Tinaaso got involved with a group of intellectuas caled the Estridentistas, founded by Manue
Maples Arce and Germén List Arzubide. The Edtridentistas produced all art works, literature and
plastic arts, emphasizing urban and meachine-like objects and mixing the expressonist and cubist forms

Modernism 101). Tina kept on posing for Weston photographs and during 1924 Weston shot his
famous nudes of Tina. However, economicaly they were in a bad Stuation and decided to move again
to alower rent place on Veracruz Avenue.

The romantic relationship between Weston and Modotti deteriorated during the time in Mexico.
Both had other love affairs outsde of their relaionship and by late 1924, Weston decided to move back
to the US with his son. Tina had produced good work over the year in Mexico and she even had some
of her printsin acombined photographic exhibition with Weston that kept the attention of the local
papers.

During the time Weston was absent, Tina remained with her friends, among them Frances
(Paca) Toor, who became her closest friend. Toor was the editor of a magazine cdled the Mexican
Folkways for which Tina contributed her photographs. Her production during this period is remarkable:
“CdlaLily” (fig.1) and “For de Manita’ or “El Manito” (fig.2) together with her portraits, for instance
the one of the actress Dolores de Rio (fig.3), which appeared in El Universal llustrado, and gained

immediate recognition. It was aso around 1924 when Tina got more involved in the Communist
publication El Machete through Alfons Goldsmith, a German professor who founded a new Communist
group. The Wolfe' s were dso working towards the formation of the Anti-Imperidist League of the
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Americas, which was powered by the visit of the Soviet ambassador Stanidav Pestkovsky. Thanks to
the Soviet help and the fact that the Mexican government established diplomatic relations with the Soviet
Union, El Machete became the officid organ of the Communist Party in 1925. Tina contributed mainly
with her trandations of Italian articles againg fascism. Although, the Mexican government was
permissve regarding Communigt activism to a certain extent, Bertram Wolfe was expelled under Article
33 of the Mexican Condtitution that year, a circumstance that Modotti hersdf suffered later in her life. At
this point, Modotti expressed to Weston in her |etters a conflict between art and life, or more
accurately, between art and political action.™

At the Chapingo chapd, Tinaposed for Rivera s murds, Virgin Earth and Germination and

prepared an exhibition of photographs by Weston for his return to Mexico. Her political work links her
to the International Red Aid, a Communist organization aiding those “ oppressed by politica forces,
regardless of politica affiliaion” (Modernism 123).

Weston and Modotti started working for a project on Mexican art organized by Anita Brenner
and sponsored by the Nationd University of Mexico. The product was a book, Idols Behind Altars

(1929). For this work both photographers had to travel to recondite places in Mexico and sometimes
face the difficulties of Cristero supporters suspicious of the photographers work as government
espionage (Modernism 133-136).

By mid 1925, Tina s photographs had turned into radica political and socia denouncement.
One exampleis “Workers Parade’ (fig.4). Lowe explains this photograph as depicting “the very people
for whom and in large part, by whom the cause was being fought. The photographer conveysthe
message of unity suggesting that the source of power to make politica changes lies with the peasants’

Modernism 42).

Besides her work for El Machete, the International Red Aid, and the Anti-Imperidist League,
Modotti got involved in the Hands Off Nicaragua Committee. In 1927, TinaModaitti findly joined the
Mexican Communist Party (MCP), which stood againgt the government for its counter-revolutionary
measures. Famous photographs like “Hammer and Sickle” (fig.5), “Worker Reading EI Machete”
(fig.6), and “Two Children” (fig.7) were produced at this time. These photographs are remarkable for

14 See Amy Stark 39-40 (letter 25.4, 7 July 1925).
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the mixture of art and politics as asynthes's of the Mexican Revolution and the Mexican people.
Furthermore, the innovation in these photographs rests on the fact that art was considered a bourgeois
activity and here Modotti lowers her picturesto the level of the common people, the peasants and
workers.

At this time Tina was working on photographic reproduction of the murals made by Riveraand
Orozco. These are photographs of outstanding quality and innovation since she introduced eements
from the architectonic context in which the murals were painted.” In her persond life, the rdlationship
with Edward was over and she got involved with Xavier Guerrero whom she had met for thefirg timein
the US. Guerrero was greetly involved with the MCP, devoting most of histime to politica activism
more than to ascetic concerns. The arrival in Mexico of Alexandra Kollonta, the second ambassador
sent by the Soviet Union, posed another influence for Modotti’s Communist idess.

Tind s gpartment was now the mesting point for gatherings of radical Communist leaders and
Latin American exiles. She sarted organizing events like “the United Front for Sacco and Vanzetti,”
two Itdian workers accused of murdering their superior. In the summer of 1927 Tinamet Julio Antonio
Mélla, a Cuban Communist who had fled the dictatorship of Gerardo Machado. At the Sacco-Vanzetti
mestings she dso met the Itdian Vittorio Vidali, dias “Enea Somenti.” Starting with the execution of the
two Itaian workers, Tina devoted her energies to the MCP and the Communist cause. Xavier Guerrero
was sent by the Party to the Lenin School in Moscow for three years. Modotti accepted this decision
and even contributed to it with her savings. In exchange, Guerrero left his .45 Caliber pistol for her to
sl in case she needed the money. Later in her life, these two facts were used as evidence againgt her in
the case of the assassination of Julio Antonio Méella (Hooks 149-154).

Modotti embarked in Spring 1928 on her firgt “sreet photography” in the impoverished
neighborhood of Colonia de laBolsa This series of photographs she caled “ The Contrasts of the
Regime’ and they dl had ironic headings contrasting the extreme differences between the rich and the
poor. From this series are “ Elegance and Poverty” (fig.8) and “Worker Reading El Machete” (fig.6).

2 These pictures are kept today in the Instituto de I nvestigaciones Estéticas of México. They were shot at the
request of the own artists. Today they are invaluable al so because they were taken at the time the murals were

painted, between 1927-1930. A compillation of thiswork isfound in MarcielaGonzalez Cruz Manjarrez Tina Modotti y

el muralismo mexicano (1999).
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After meeting Julio Antonio Mdlaat the Sacco-Vanzetti meeting they both worked together on
El Machete and eventudly fdl in love. Mdlawas 23 years old and had founded the Anti- Imperidist
League in his home country together with the Communist Party. In 1925, he was put in prison by the
Machado government in Cuba Mdllainitiated a hunger Strike for eighteen days, attracting the attention
of even foreign newspapers. Machado finaly set him free. He left Cubaand arrived in Mexico in 1926
(Barkhausen 126-129). However, Tina did not become romanticaly involved with Mdla until months
later due to her romantic commitment with Xavier Guerrero.
Tinamade severa portraits of Julio A. Mdla, but by al accounts, her best achievement was
“Médla’s Typewriter” or “Latécnica’ (fig.9), of which Mdlahimsef referred to the “keyboard which
you [Tina] have socidized with your art.”*® As Lowe points out:
The typewriter was an apt emblem of Mdla s historica contribution to Latin American
radicalism: hiswritten legacy has a crucid rolein Cuba s history. Not only are his
aticulations of Marxist ideas acknowledged as laying the groundwork for the revolution
in Cuba, heis dso recognized as the first to expose the explaitative nature of US
imperidigt policy in the Caribbean as awhole, and to link the Cuban bourgeoisie with
capitd interests to the north (183).

Furthermore, inserted in the typewriter there is a piece of paper revealing part of acitation by Leon

Trotsky dedling with the rdlation between technique and art production.*’

Tina struggled with the rationship she il kept with Guerrero and the commitment that Mella
wanted. As dl accounts point out, her attitude had now changed in the sense that she did not want to
betray Guerrero, her companion and comrade. It seems that the involvement with the Communist Party
and ideds was strong in affecting her persond relationships. At some point she decided to let Guerrero
know about the new situation through aletter which was the “mogt difficult, most painful” she had ever
written.*® Guerrero replied with a telegram which read “ received your |etter. Goodbye. Guerrero.”

18 julio A. Mellain aletter to TinaModotti written form Veracruz on 11 September 1928. M odernism 164.

Y Ryl citation: Technique will transform itself in amore profound inspiration than that of artistic production , in

time, it finds a sublime synthesis, the contrast that exists between technique and nature”. Quoted in M odernism184.

18 Reproduction of Modottis' s letter. M odernism 168.
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Julio Mdlamoved to Tina s gpartment, and they started living together. Severd testimonies
portrayed their rdationship as one that fulfilled the expectations of both.™® During this time Tina made
another impressive portrait of Mella giving a speech (fig.10). According to Lowe, “Médla presenting a
classcd profile and photographed from alow vantage point, is resolute. The image has dl the earmarks
of apublicity shot, and it was this photograph that gppeared in newspapers and journas around the
world after his death; it isthe portrait by which heis gtill remembered” (182).

Méellaentered into bad terms with the Comintern for his resstance to total control by the
Mexican Party and his plans to overthrow the Machado government in Cuba. In 1928, Vidali wrote to
the Wolfe sthat hefMéella] should subordinate the Clentral] C[omitteg] of the Mexican Communist
Party”, to which Melawrote a letter of resignation. There is speculation about what redlly caused
Méelld s attitude. Rafadl Carillo, the president of the MPC affirmed that Mella had Trotskyist idess,
which he called “wesknesses’ (Hooks 171). Mdlld s enemies were growing within the Communist
Party, the Mexican government, and of course, the Cuban government, for being a popular orator and
agitator. Barkhausen recdls a particular incident thet further disfavored Mdla. Somebody displayed a
Cuban flag in the Club Hebreo where the owners of the hal prohibited any politica display. Mdla
amply pulled down the flag, but this act was considered a dishonor for Cubans and it undermined his
reputation in Cuba (156).

19 For testimonies see Adys Cupull Julio Antonio Mella en los Mexicanos (1983). It includes testimonies from

Adelina Zendejas and Baltasar Dromundo.
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The Assassination of Julio Antonio Mdlla

Modotti and Mellawere together the evening he was nated, January 10 1929. They
were walking together dong Abraham Gonzdez Street in Mexico around ten in the evening when two
men shot Mella from behind and then fled the scene in a car. Modotti was the main witness of the
assassnation and police interrogated her about the crime. However, police accused her as apossible
accomplice and placed her under house arrest. Her house was searched and newspapers published
private documents, letters, and photographs. Modotti’ s private life became open to public judgment and
was distorted by the Mexican press. The attention of the case was deviated towards a crime of passion
ingtead of a palitica crime. This caused the police to lose trace of the redl assassins. As Diego Rivera
recaled in one interview, “the serious part is that while they’re trying to build up acase for the idea of a
crime of passon, they’relogng timein theinvestigation. And it is quite possible that with this method the
remaining traces will be lost and the murderer will escape’ (Excélsor 14 January 1929).

Modotti’ s unconventiona relationships, foreign nationdity and politica activity were the basson
which the public opinion judged her as the murderer of Julio Antonio Méla. The press, especidly the
Mexican newspaper Excdsior, promoted thisimage through a sequence of articleswith a highly biased
content. After Mdla's nation, student demongtrations were held in Cuba and Mexico and the
rel ationship between both countries became fragile. The Mexican government thought it more
convenient to blame it on an individua with an isolated motive behind the killing, defining the murder as
one of passon and not as apolitical crime. The reaction of the left was to ingtantly project an image of
Méelaas anew revolutionary martyr (Photographs 41).

The case was finaly resolved by the end of January, and Modotti was freed from arrest, but the
damage was done and the negative image of her spread. Accounts pointed to José Magrifiat as the
assassin, and though he was arrested, the Mexican government set him free and no one was ever
charged with the murder. As Congtantine states.

Pepe Magrifia[sic] had been apprehended and imprisoned briefly as the agent-
provocateur behind the assassination. The police had found the newspaper B
Machete on Méella s body, aswell as a paper bearing Magrifid s address and
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telephone number, but he denied that he had sought the rendezvous and that it

was indeed Mdlawho approached him regarding the newspaper Cuba Libre.

He was later released (139).
The Machado government of Cuba and the Mexican police might have been involved in the plot, for the
case brought about the dismissal of the Chief Police in charge of the investigation and the rupture of
diplomatic relations with Cuba, resulting in the withdrawa of the Cuban ambassador in Mexico
(Congantine 139). Edward Weston himsdlf had foreseen the possible outcome of the trid, as he wrote
in one of the entries of his diary on 26 January 1929:

Startling news has come from Mexico. Tinais featured in the headlines of every

paper, even in Cdifornia papers, asthe only witness to the assassination of a

young Cuban communist, Méella. Indeed, she was more than awitness, the

boy’ s beloved it seems, and walking with him when he was shot. The murder

may cause a break between the Cuban and the Mexican governments. My

name was brought in, but only as having gone to Mexico with Tina. Poor girl,

her lifeisasormy one (108).
After thetrid, Modotti hersdlf feared that she could be subject to the application of the Article 33 sated
in the Mexican condtitution. She wrote it in the P.S. of aletter to Edward Weston signed on 21
February 1929:

Thereis something | have been forgetting to tell you in my last letters - Things

are very insecure here for the “pernicious foreigner.” | am prepared for the

worst - any day they may apply the “33” on us- | want to have al my thingsin

shape as much as possible. What shall | do with dl your negetives of orders?

The only customer who has reordered once, has been O’ Hea - the others have

been lying idle dl these years - Shdl | send them to you? Please ingtruct mel

(Stark 66).
Modotti’ s premonitions were correct. In the autumn of 1929, one of the most prominent figures of the
Mexican arts and a sdient activist of the Communist party, Diego Rivera, was expdlled from the Party.
He was accused of collaborating with the conservative government of Mexico, especidly after accepting
the post of director of the Escuela de Artes Pladticas.
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At the same time, the Soviet Union lost sympathy for the Mexican communigts. Diplomatic
relations between Mexico and the Soviet Union were findly broken and the Communist Party was
declared illegd. Herman recdls the following:

Diplomatic relations were broken with the Soviet Union. The offices of El

Machete were closed, and the CSUM and the Communist Party were declared

illegd (the party was thusillegd from 1929-1934). Many Communists were

arrested and sent to the penitentiary of 1das Marias. They were brutaly trested

and some were never heard from again (100).
The newly dected Mexican president, Pascua Ortiz Rubio (1929-1932), was the object of afailed
assassination attempt on 5 February 1930, which was attributed to Mexican intellectuals. Modotti was
accused of taking part in the conspiracy againgt the president and was arrested. Modotti sent a letter to
Edward Weston on 25 February 1930, directly addressing the issue and her fear of being expelled as
many other Communists had been.?

After spending 13 daysinjail, Modotti was expelled from Mexico and deported. She refused to
lay down her politica ideas and was henceforth denied entry to the U.S. Unwilling to return to Itay
because of Musolini’ sfascist regime, sheleft for Europe, arriving in Germany one month later in April
1930.

2 This|etter isincluded in Appendix A sincel consider it adirect source of information, which was not intended for

publication at thetime it was written.
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Political Background: Origins of the Mexican Communist Party
(1917-1929)

The Partido Comunista Mexicano (PCM) was founded in 1919 following the Bolshevik
Revolution in Russa. Communism appeared in Mexico in a phase of consolidation following the
Revolution of 1910. This antecedent grew from a base of native leaders influenced by anarcho-
gyndicdism who joined the rank and file of Communist activism. These leaders leant towards
revolutionary action as ameans for change instead of first choosing the legd politica action (Herman
54).

The PCM started out as the Partido Sociaista Obrero (PSO) founded in 1917, which was the
firgt attempt to involve Mexican labor in palitics. This attempt failed and was absorbed by the Socidist
current during the years 1918-1919. The Marxist ideology came by the hand of El Socidida, a
publication directed by a member of the Grupo Marxista Rojo. In addition, the Soviet Union pressured
to found a Communist Party in Mexico. This provided the resources for the extreme leftist socidists of
Mexico to start the party’ s ectivity.

In 1920, the PCM organized the Federacién Comunistadel Proletariado Mexicano, which
sought integration in the Confederacion Generd de Trabgjadores (CGT). However, this attempt failed
and the Comintern denied the party any Soviet support. In 1922 the PCM was headed by artists and
intellectuds, such as Diego Riveraand David Alfaro Siqueiros, who were also editors of the written
press of the PCM, El Machete, together with Xavier Guerrero. The party then becameinvolved in
palitics, backing a candidate for the presidency, Adolfo de la Huerta. De la Huertain turn sustained the
party economicaly in exchange for support from the Communistsin the event of a possible revolt
agang him (Schmitt 9-11). Some dissension took place in the internd structure of the Party regarding
the best candidate for the presidency of Mexico who would support communist revolutionary projects.
At that moment the two candidates were de la Huerta and Cdles. Eventualy, the Calles-Obregén
government gained communist sympathies.

In 1924 Mexico and the Soviet Union established diplomatic relations and exchanged ministers.
However, voices within the PCM ill did not accept Calles, since he was believed to support US
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imperidism. From that time to the present, the party sought to gain more influence within the working
class. One of itstactics wasto infiltrate the rank and file of the labor unions. When President Portes Gil
gained power after the nation of Obregdn, communists saw a more positive atmosphere in which
to pursue their godls.

The year 1929 brought an economic recession to the U.S. and therefore the Soviet Union
assumed that capitalism was about to fail. In Mexico, two military generas, Aguirre and Escobar,
provoked acrisis during which the PCM saw the possibility of the faling of the bourgeoisie and an open
door through which communists could take power. The strategy of the PCM consisted of first
supporting the government againg the rebdlion, and then overturning it. However, tensons within the
party made the attempt a failure, which resulted in the expulson of Siqueiros and Riverafrom the PCM.
The government closed down party offices and E| Machete was forced to cease its work. In addition,
communist members were arrested and expelled from Mexico and diplomeatic relations with the Soviet

Union were broken. The persecution of PCM members lasted until Cardenas came to power in 1934.
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Chapter 11
The Written Media as an Image Breaker Examined Through Content
Anayss

TinaModotti was a frequent object of press atention after the death of Julio Antonio Mélla
Her position as adirect witness placed her under suspicion as an accomplice in the assassination. This
was the image Mexicans had in the following days of that 10 January 1929. Though Modotti’s
innocence was eventudly proven, her public and private images were strongly negetive after the news
gporead. Thisleft lasting effects on the Mexican public and her reputation. This turn of events crestes
certain questions. How was thisimage forged? By whom? Why was such a campaign mounted against
her person? In order to answer these questions there is a direct source of information available, that is,
newspaper articlesthat concern this case.

The 17 texts included in this thesis come to a large extent from Excdsior™, aswell as one from

New Y ork Times (text 16), and one from Washington Post (text 17). These were published in the days

after Mdla's nation. Articles 14 and 15 were found in Archive® and the exact sources they were
taken from are unknown. The texts from American newspapers are listed to provide a counterpoint in
the trestment of theissue.

| andyze these texts through content andlyss of which the purposeis, as Robert P. Weber

%1 One of the Mexican papers which extensively covered the case of the murder of MellawasExcésior, a paper

founded by Rafael Alducin on 18 March 1917. The tendency of Excélsior changed over the course of time from

Cristero positions to be the means of expression of agroup of entrepreneurs whose aim was to put in the presidency
General Aarén Saenz. In the course of ten years, this abrupt changein the editorial led the Liga Defensoradela
Libertad Religiosa, the civil arm of the Cristeros, to promote a boycott among advertisers and readers against the

newspaper. Excélsior was bought by the private entrepreneurs with government funds, being the subject of political

manipulation for whoever wasin the government at the time. During the presidency of Ortiz Rubio the paper was
controlled by his Ministry of Public Affairs at the same time that was attacked by the defendants of Calles. Thisisan
evidence of how media can be an instrument at the service of the possessors of resources and members who offer the

same affiliation and are able to promote ideas shared by the founders through the written word. (Granados 12)

22 See Cited Works of this thesis.
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points out, “to identify the intentions of the communicators, determine the psychologicd sate of persons
or group involved, detect the existence of propaganda, describe attitudes to the communications, reflect
culturd patterns of groups, indtitutions or society, and reved the forms of socid atention” (9).

Content analyssis aussful tool snce inferences can be obtained from different levels: the
sender, the message and the audience of the text. According to Weber, “ Textua materids that survive
over long periods often reflect an dite bias’ (11). In our case, the reading of these texts corroborates
thisfinding, for abundant literature has been written since 1929, shedding new light on the events and
political context at the moment of their publication.

When creating a coding schemeit is necessary to define the recording units that are more
suitable for the purpose of the analysis. In our case study, the purpose isto find dl those inferences that
promote an image of Tina Modotti. The excerpts provided in this paper date 11-16 January 1929. All
of these articles give an account of Mélla s assassination on 10 January 1929. Since we are looking for
particular information about Tina M odotti, the scope is reduced to only those articles about Modotti.

The recording options proposed by Weber include: words, that is, coding every word of the
text to be analyzed; word sense, grouping words or phrases that congtitute a semantic unit, such as
idioms or proper nouns, sentences, assigning them ether a positive, negative or neutra character;
themes, identified with subjects, verbs and objects of sentences; paragraphs, though it entails a difficulty
to achieve high rdiability because they are large units, and findly, the whole text when thisis rdaively
short, like headlines, editorids or stories (22-23).

For severd reasons, in this study | will work with the sentence option, dedling only with
newspaper headings. Firgly, headlines are pieces of information meant to be summary extracts of what
the article contains. Secondly, these are the lines that draw the attention of the reader to the article and
reader’ s reaction to the text is obvioudy one of our concerns. Lastly, and related to the former, some
readers only read the headlines to glean an idea of what isin the text. Most of these excerpts come from
the same newspaper, Excélsior, and this helps to see the progression of Modotti’ s image.

On another leve, | have adopted the sentence option to go into further detail, extracting al the
sentences dedling with Modotti hersdf and dlassifying them as positive, negative or neutrd references.
For even greater detall, | have chosen the word sense unit within these sentences. | will discuss how

these sentences portray a stereotyped image of Modotti, as well as the particular sterotype involved and
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how it is defined based on socioculturd assumptions.
The headlines of the articles are listed below using capital and bold letters to resemble the
origina as much as possible, since these features play an important role for the written communication

from the reader’ s and producer’s point of view.

Text 1: Headlines
EL PERIODISTA CUBANO ANTONIO MELLA FUE HERIDO ANOCHE DE SUMA GRAVEDAD

Cuando Paseaba por la Avenida Abraham Gonzélez dos Individuos Dispararon Sobre él sus Pistolas
AMBOSHICIERON BLANCO

La Cruz Roja Procedi6 a Recoger a Herido, que se Encontraba Gravisimo, Temiéndose que Muriera (Excésior 11 Jan.
1929)

Text 2: Headlines
HASTA AHORA LA POLICIA NO HA PODIDO DESCUBRIR A LOSASESINOS DE MELLA

Lo que Dijo el Estudiante Cubano Antesde Morir Constaen el Actaque Levantaron los Agentes Policiacos de la Sexta
Comisaria

LO QUEDICE LA SRA. MODOTTI

Relata Como fué Muerto el Joven M ella, Aseverando que fué Agredido por la Espalda por dos Individuos que lo Estaban
Esperando (Excélsior 12 Jan. 1929)

Text 3: Headline

(LA SENORA MODOTTI CONOCE AL ASESINO? (Excélsior 12 Jan. 1929)
Text 4: Headline

LO QUE DECLARA LA SRA. TINA MODOTTI (Excélsior 12 Jan. 1929)
Text 5: Headlines

TINA MODOTTI SE NIEGA A DECLARAR QUIEN FUE EL ASESINO DE JULIO ANTONIO MELLA
CANDENTES DISCURSOS PRONUNCIARON LOSCOMUNISTAS

Con Motivo del Sepelio de Julio Antonio Mella hablaron Varios Oradores en Términos Violentos
SEISHORASDURO EL DESFILE
El Cadéaver del Estudiante Cubano fué Sepultado en Doloresy sus Cenizas se Llevaran Después a Moscu (Excélsiorl3
Jan. 1929)
Text 6: Headlines

LaArtista Italiana Par ece que Sabe Perfectamente Quién fué el Matador
IMPORTANTESDILIGENCIAS
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Tres Personas Declaran que Mélla, la Modotti y Otro Individuo, e Asesino, Iban Juntos por la Calle de Gonzalez
(Excélsior 13 Jan. 1929)

Text 7: Headline

CAREOSMUY IMPORTANTESCON TINA Y LOS TESTIGOS (Excésior 13 Jan. 1929)
Text 8: Headlines

TINA MODOTTI TIENE LA VERDADERA CLAVE SOBRE EL ASESINATO

A Pesar de su Aparente Ingenuidad ha Dgjado Dedlizar Frasesquela Colocan en Situacion Comprometida
(Excélsior 14 Jan. 1929)

Text 9: Headline
(LA SRA.MODOTT!I DARA LA CLAVE DEL CRIMEN?(Excésior 14 Jan. 1929)
Text 10: Heedline

AYER
Por Marcos de Obregén
TinaModotti (Excélsior 15 Jan. 1929)

Text 11: headlines

TINA MODOTTI ANTE EL C.JUEZ DE LO PENAL
PARA LOS REVOLUCIONARIOSEL AMOR ESCOSA SECUNDARIA (Excélsior 15 Jan. 1929)

Text 12: headline
TINA NO GUSTA RECIBIR NI DAR DINERO A HOMBRES (Excésior 15 Jan.1929)
Text 13: headline

UN RETRATO DE TINA MODOTTI
Por RAFAEL CARDONA (Excélsior 16 Jan. 1929)

Text 14: Heedline

CUBAN REBEL ISKILLED IN MEXICO CITY
Student Shot While on Street With Woman (Unknown source 11 Jan. 1929)

Text 15: headlines
LOVE LINKED TO MURDER

Mexico Mystery M eshes Woman

One Pasadena Art Student May Solve Death of Cuban Communist

Beauty Went to Republic With Californian, police Assert (Unknown source 12 Jan. 1929)
Text 16: headline

ANTI-CUBAN RIOT IN MEXICO
Demonstration Follows Shooting of Student Agitator (New York Times 11 Jan. 1929)
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Text 17: Headlines
CUBA ISDENOUNCED IN MEXICAN KILILNG [sic]

Stoning of Havana's Embassy Attempted After Street Assassination
ENVOY'SRECALL TALKED (Washington Post 11 Jan. 1929)

Thefirgt headlines that gppeared in Excdsior dated the day after Mella s assassination denote a
neutra tone in the assessment of the news. The words used to express the violence of the act are
remarkable: “dispararon,” “pistolas,” *hicieron blanco.” So are phrases with quantifiers pointing at the
critical gate of the injured, “herido anoche de suma gravedad,” “recoger d herido,” “se encontraba
gravismo, temiéndose que muriera.” In this first account, Mdlaistreated as“d periodista cubano,”
wheress |ater in text 6, he will be addressed as“d joven estudiante cubano” or “d revolucionario
cubano.” This shift in the focus to the age of Mdlaand his current occupation shows an identification
with that part of the population “the students’ who are more likely to protest because they have less
time and economica congraints. Presenting M la as a communist equates him in certain indances to
“agitador” and “revolucionario,” plus, thereis a precedent set here which isfollowed in dl the
subsequent articles addressing him as “d cubano,” which states his status in Mexico as aforeigner.

In text 2, Modotti’ s name gppears for the firgt time included in ajuxtaposed structure: “Lo que
Dijo d Estudiante Cubano [...] vs LO QUE DICE LA SRA. MODOTTI,” suggesting two opposed
versons of the event, that of the injured himself, which accounts for greeter reliability, and thet of a
person who was with him at the moment of the crime.

In text 3, thisimplication is more explicit in the form of aquestion, “¢L. A SENORA
MODOTTI CONOCE AL ASESINO?” aswdl asintext 4, “LO QUE DECLARA LA SRA.
TINA MODOTTI.” Intext 5it is completely assumed that Modotti is acquainted with the name of the
assassin, “TINA MODOTTI SE NIEGA A DECLARAR QUIEN FUE EL ASESINO DE
JULIO ANTONIO MELLA.” Intermingled with these headlines adso gppears the communist position
in support of Modotti’ s innocence accounting for politica reasons behind the murder ingtead of the
theory of acrime of passon. Theway Excélsior posed these protests again suggests violence:
“candentes discursos,” “hablaron varios oradores en términos violentos.” Clearly communists are
coded as violent disrupters of the socia order.

In this particular instance the portrayd of Mdla s funerd is aso noticesble: “ SEISHORAS
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DURO EL DESFILE,” “funeraria procesidn yendo lentamente apie,” establishing apardle image with
that of an Eagter procession that mourns a martyr, who isin this case the martyr of the revolution.

In text 6 the subjectivity is even more plausble “La Artista Italiana Par ece que Sabe
Perfectamente Quién fué e Matador.” The reference to Modotti as an artist, instead of , for instance
as a photographer, implies a vague definition of her professon which recdls the preconception of artists
as bohemians whose lives are typicaly disgpproved by alarge part of society. Also, sating thet sheis
Italian brings back the issue of generd disgpprovd of foreignersin Mexican society sated explicitly inits
Condtitution’s Article 33. Furthermore, it is said that she seems to know who the assassin is, and this
fact is aso reinforced with the adverb “ perfectamente,” giving the impression that she knows something
for certain but sheis not willing to tdl it. Interestingly enough, in this instance, the murderer is caled here
not “asesino,” asin the other occasions, but “matador,” aterm used exclusively in the art of bullfighting.
The whole sentence possesses an aura of mystery (she knows more that she wantsto tdll), art (sheisan
atig, bullfighting isan art and the assassin isa“matador”), and tragedy (she has Itdian blood and
brings tragedy with her). Thisimage is aso fostered in an opinion article published on 16 January “UN
RETRATO DE TINA MODOTTI” (text 13), which we will treet in detail later on.

Text 8 Sates as afact that Modotti not only knows the assassin but also the plot crafted against
Médla “TINA MODOTTI TIENE LA VERDADREA CLAVE SOBRE EL ASESINATO.”
Actudly, the police pursued the theory of a crime of passion so that the Mexican and Cuban
governments would not become entangled in apolitical conflict. Supporting this theory, Excélsor added:
“A pesar de su Aparente I ngenuidad ha Dejado Dedlizar Frases quela Colocan en Situacion
Comprometida.” The suggestion isthat her testimony is dubious because her own words compromise
her. Again, “ gparente ingenuidad” reflects that she knows more than she tells, that she is not ingenuous.
This phrase implies that her innocenceis just afacade.

Text 9 continues with the same assumption “¢L A SRA. MODOTTI DARA LA CLAVE
DEL CRIMEN?" and text 11 promotes a sterotype of the revol utionaries as people whose political
ideas are above everything. This inference taken from Mdla s diary serves Excélsor as ajudtification for
the crime as one of passion. The paper suggests that Modotti had a motive to commit the crime because
her love would never be above Mélld s palitica idess.

The next headlineintext 12, “TINA NO GUSTA RECIBIR NI DAR DINERO A
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HOMBRES,” shows animage of Modotti as an independent woman. In Mexico in the 30s, the image
of a“decent” woman was that of a wife dependent on her husband and unable to have her own source
of income through gainful employmernt.

Texts 14 through 17 come from American newspapers. Text 14 presents Mellaas a* Cuban
rebel” and a“student” in the headlines, but contrary to the other accounts seen up to this point it only
dates “ Shot While On Street With Woman.” The attention lies more on Mdla himsdlf than on Tina
Modotti.

In contrast to this one, text 15 presents the nation as“Love Linked to Murder.” The tone
of the article is a more sensationa one. The word “woman” appears linked to the word “meshes’ and
aso suggests that Modotti has the key to solve the case. In the third headline, “woman” is subgtituted
by “beauty” to give amore sensationa approach and to increase the love-linked-to-murder plot.
Accounts 16 and 17 offer another perspective focusing on the possible consequences for the relations
between Cuba and Mexico. The device used to imply alarge message is cdled synecdoche, which
according to Paul L. Jabert, “involves the sudtitution of one term for another within a prearranged
hierarchy” (288). Thus, intext 17 “CUBA ISDENOUNCED IN MEXICAN KILILNG” [9q], itis
assumed that Cuba stands for Cuban government, to be exact, the president Machado. In the same
way, intext 16 “ANTI-CUBAN RIOT IN MEXICO,” “Cuban” refersto the government in
particular, which is accused of the nation. The subgtitution of the part for the whole givesa
greater relevance to the news, extrgpolating the terms to awider audience.

Going into further detail, | have chosen to extract sentences and phrases which provide a direct
reference to Tina Modotti. These instances are listed together for the purpose of a close andysis at the
sametime that a brief summary of thetextsis provided in Appendix B to preserve the contextua unity.

Dedling with these texts we have to take into account that many times journdists add opinions
and prejudice to stories through the use of generdities and quantitative adjectives. These adjectives
apply judgment to the subject rather than describing something that can be objectively observed.
Therefore, in dedling with the media as an image maker/bregker, it is worthwhile to pose basic concepts
in relation to stereotypes. According to Enteman, “ stereotypeis closely associated with journdism asa
trade[...]. Thus, a stereotype imposes arigid mold on the subject and encourages repeated mechanica
usage. Stereotyping converts red personsinto artificia persons. We ignore the individudity of people
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and we treat them as proxies for some group we have decided they should represent” (10).

Travis Linn points out that “ stereotypica views of others are part of our shared culture. We
participate in them even when we conscioudy reject them. It isthis redity upon which the writersrely”
(15). Ided journdism, for Enteman, would not provide more than evidence and facts for the public to
make its own judgment, but often thisis not redlity. We find intentional pregjudgement in newspaper
articles and this conforms to the realm of what is called discrimination. This same prgjudgement and
discrimination festures in the present case Sudy.

Taking aclose look at the news asit was published we find the emergence of a stereotyped
TinaModotti from accounts that far from being pure facts are more subjective inferences. Here, | have
listed dl references appearing in the articles published by Excélsior in chronologica order and other two
references from an unknown American newspaper. Ligting al of them together and underlining key
words gives a clear idea of how the image isimposed upon the reeder rather than extracted from
objective facts.

“[...] ratificada por su amante, la sefioraitdiana Tina Modotti.”

“LasefioraTinaModotti [...] esoriginariade Venecia, Itdia, detreintay dos afios de edad, viuda,
fotografal...].”

“Lasefioraitaliana Tina Modotti [...] es de aspecto bastante agradable; sin ser bonita, esde las

mujeres que araen desde luego por su smpatia’ (emphasis mine).

“[...] erasu amante 0 su “compafiera,” como ellaasi se designaba.”
“Lafiguradolientey llorosade TinaModotti, laartigaitdianaquefiguré d lado dd victimedoend

ingtante trégico, presentabarelieve alafunerariaprocesion|...].”

“[...] Lasefiora TinaModotti, que continta negando conocer a asesino y sostiene laversion que

hoy aparece como absurda, de que € ataque fué por laespadal...].”

“Taes declaraciones [ ...]_hacen creer que la sefiora Modotti conocié a asesino de su amante, d

que llevaba a su lado hasta d momento del crimen.”

“[...] dla[Modotti] se impresiono de ta modo, que no pudo ver d asesino, ni hizo ta intencidn,

Sno que corrio tras de su amante, llegando atiempo pararecibirlo en sus brazos.”
“Tina se present6 vigiendo un trgje estilo sastre, de color azul marino obscuro, una blusa azul

cdeste y un sombrero de fidtro color beige. Como dijimos en edicidn anterior, su tipo es sumamente
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agradable: es delgada, peinade rayaen medio con d cabello muy liso; tienelosojosnegrosy expresvosy
gusta de fumar.”
“Tina sentada junto a escritorio ddl jefe de las comisiones, medio ocultaba € rostro tras de un

periodico que fingia leer, pero constantemente, en forma nerviosa, dirigia sus miradas hacia dos de los

testigos|...].”

“Las miradas de la Modotti eran largas y profundas como tratando de examinarlos o queriendo

recordar s |os conocia. Esmujer intdigente|...] habla perfectamente € espaiiol y gpenass selenotauno

gue otro acento extranjero, principamente cuando pronuncia las erres.”

“[..] y se puso areflexionar; la pregunta, a parecer 1a habia desconcertado. Pero reponiéndose

continud [...].”

“Ladtractiva veneciana, de 0jos negrosy mirar profundo [...] lamujer que poseed secreto dela

muerte de su amante.”

“TinaModotti debe conocer de todos modos la causa o € origen; s fue palitico, creen que la

itdiana debe haber sdo ingrumento de los enemigos da comunista cubano.”

“Laque fué [sc] amante de Mélla es una persona muy inteligente; es una mujer que parece de
acero revestido de carne; es impenetrable, hermética para todo aquello que no quiere 0 no le conviene

decir. S TinaModotti se obstina en no decir la verdad, cremos que no habra poder humano que lahaga

sir de su negdiva, cuentaparadlo, con suinteligenciay con laingenuidad que sabe dar asus 0jos negros

y a arqueo de sus pedtaias.”

“Launicaque podriadar laclavey revelar quién fué d asesino es Tina Modotti.”

“Una pregunta que le hicimos ayer ala veneciana, nos hace suponer que Tinano quiere confesar
[..].”

“Un momento se puso areflexionar Tina; arqued las cgas con ese gesto tan peculiar en élay sn

contestar a nuestra pregunta hizo una mueca como hablando consgo misma.”

“[...] SUbitamente volvi6 de la abstracion en que se encontraba y sacudiendo la cabeza, como

tratando de apartar unaidea que la obsesionaba, agregd: ‘No sé por qué no lo harid ...”

“TinaModotti [...] esinquietante, seductora, cautivadora, torturante [ ...] resultalacompafieraided

paralavidatropicd [...] S todavia la queremos examinar més cuidadosamente, por medio dd criterio

técnico policia, yano es unainocente adolescente, sino unaaventurera peligrosague sabe masdelo quele
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han ensefiado. TinaModotti sabe, sin dudaaguna, quién matd a cubano Julio Antonio Mdlay por quélo
matd.”
“[...] vestiaunafadacortanegra, un“sweater” de color gris, muy cefiido, mediasde color humoy

un sombrerito de terciopel o negro con un adorno de doscerezas de plata. En su rostro notamos huellas de

Cansancio: quizas pasd una noche de insomnio.”

“Senorita[sic] Modoatti is an Itdian girl and a skilled photographer.”

“[...] Signorina Tina Modotti, attractive young Italian art sudent [...] the police are seeking to
edtablish whether Mella s murder was of a political nature or alove tragedy in which signorinaModotti’s
bohemiam life and impulsive Itdian temperament are involved. [...] She[Modotti] became Mdld sfriend
and isnow the chief actressin what gppearsto be an internationd drama [...] Mélla sdying words, police

say, were Ak Tina, she knowsal.”

“Tipo de mujer [Modotti] cas desaparecido y que sdlo en Itdia, tierrade latragediay dd arte
arraigabien desdelasvigas Republicasy delos principados. TinaModatti, |a“ compafierd’ deMélla, lleva
en su sangre € antiguo drama pasiond y politico de guedosy gibdinos|...] Atractiva, sn labelezalined
gue amd tanto la viga estética renacentista, dotada de esa suave y carnosa morenez [...] hija del
Mediterrdneo, esta joven semi-atista, semi-estudiante y aventurera [...] como mujer que gusta de los
deliquios y las tortuosidades; lamadgia de sus nervios; tejida con la nerviosa precison serpentina[...] €
drama va con dla, ha nacido con dla'y morira con ela|...] hablan desde la profundidad de su mundo
interior las voces dteradas de veinte siglos de tragediay arte [...] € crimen de moda se ha itdianizado
graciasalafigurade TinaModatti [...] Seriaintensamenteinteresante penetrar end dmade estamujer fina
y flexiblellenade experienciay de mundo paraanctar qué capacidadestiene, quéambicioneslaguiany en
fin, qué naturaleza pasiona posee’ (Text 13).

All these extracts offer constant references to three true aspects of Modotti: that she was a
woman, aforeigner, and an artist. These three aspects are explored from a perspective of what socia
psychologists caled “symbolic interactionism,” that is, how people develop and portray their rolesin
society, how we are socidized, how we learn to act in socially appropriate ways and represent
oursaves in socidly acceptable “formats.”

Certainly, Modotti did not fulfill the acceptable models set by Mexican society and journaists
found in these culturd assumptions the vehicle to portray a guilty Modotti. She was not a“ respectable”’
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woman in the way any Mexican could picture her. She was not married, she had lovers, she posed nude
for photographs and murals, she had a profession, and she was a communist. In a“macho” society,
such as the Mexican, this contrasted with the preconceived image of the married woman, subordinated
to her husband. Thus, references to Modotti’ s physical appearance and way of dressing, aswell as
behavior patterns appeared ddliberately related to the stereotype of the femme fatale: “sutipo es

sumamente agradable: es delgada, peina de raya en medio con € cabdlo muy liso,” “tiene los 0jos
negrosy expresivosy gusta de fumar,” “es unamujer que parece de acero revestido de carne,” “es
impenetrable, hermética para todo aguello que no quiere 0 no le conviene decir, lamujer que posee
secreto de la muerte de su amante, cuenta paraello, con su inteligenciay con laingenuidad que sabe
dar asus ojos negrosy a arqueo de sus pestafias’ (Excdsior).

According to Gunter Kress, there are forms that permit the newspaper a degree of distancing
from the events that are reported. These forms can be linguistic units that express modality, such as
moda auxiliaries, adjectives expressng certainty/uncertainty and verbs that express mental processes
(134-135). A few examples of these are found in the texts, such as, “hacen creer que,” “a parecer,”
“debe conocer,” “debe haber sido,” “creemos que,” “nos hacen suponer.” The use of these terms
conveysideologica motivations and effects because the paper is able to present materia as being more
or lesscloseto itsown ideologicd postion. These terms are mixed with conscious subjective judgments
throughout the text.23

The fact that Modotti was Itdian played into the generaized view of Itdians as people with
strong temperaments and very passionate. As one of the reporters said, Modotti came from “the land of
tragedy,” the land of vendettas. And surdly dl the references to her Itdian heritage pointed to the issue
of tragedy as something in her nature, something she could not avoid. Her life as an artist was identified
with the disgpprova of bohemian life. There was only one positive account which came from aforeign

paper: “sheisaskilled photographer.” All other references are highly negative.

%3 Seethe text above with the references underlined. Emphasis mine.
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Chapter IV

The Literary Representation of Modotti’s Casein Tinisma

The purpose of this second part of the present study is to anayze Elena Poniatowska s nove,
Tinigma (1992), from a postmodern perspective by focusing on those sections that deal with Modotti’s
representation in the press and the treatment of these in literature.

| have chosen thisliterary work since it is a comprehensive revison of Modotti’slife, but also
because it provides a different framework, the historical—fictiona. According to Lois Parkinson Zamora,
“by establishing an explicit dialectic between journdigtic and novelistic discursive modes, they [the
literary works] acknowledge and often embody multiple, Smultaneous, conflicting versions of the world
and ask their readers to make digtinctions among those versons’ (41). By means of this fictiona-
higtorica setting, the interpretation of redity expands into many more directions and thus, the reeder is
ableto infer different “versons of the world” unknown or covered by other kinds of accounts, for
ingtance higtoricdl.

Thenoved Tinigma reaesto the red world through different types of intertexts, from entriesin
Weston' s diaries and Modotti’ s |etters, to newspaper articles, which are reproduced in the nove in full
or in part. Some of these articles are excerpts from Excélsior that | andyzed in the previous chapter of
the present study through content andyss. My am isto study the role of the mediain shaping Modotti’ s
public image from this literary framework. Therefore, it isimportant to extract not only the interpretation
of the author when dealing with these intertexts, but aso to infer the possble matifs and palitica
outcomes of the use of the media on Modotti.

| find the use of postmodernism a pertinent background theory since Poniatowska s work falls
into the realm of what posmodernist critic Linda Hutcheon calls * historiografic metafiction:”

In mogt of the critical work on postmodernism, it is narrative — be literature, history or
theory — that has usudly been the mgor focus of attention. Historiographic metafiction
incorporates al three of these domains: thet is, its theoretica self-awareness of history
and fiction as human condructs (historiographic metafiction) is made the grounds for its
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rethinking and reworking of the forms and contents of the past (Poetics 5).
Tinigma fdlsinto this category since there is great emphasis on real accounts about Tina Modotti, and
a the same time, fiction links these accounts into a comprehengve gory. In asimilar way, the history
and art books consulted for the literature review in Chapter | cement the linking of facts by means of
what Hayden White calls* congtructive imagination,” that is, “to fill in the ggpsin the record by a
deduction of factsthat must have occurred” (61). The difference between these history and art books
and Tinisma liesin the fact that the latter belongs to the literary redlm in which fiction is nat only
expected but an important piece in the interpretation of events. Therefore, Tinisma is not discussed in
relation to its accuracy to fill in the ggps of the missing history. Rather, these fictiond pieces of
information are the source of study, for they expand and integrate the redl accounts into awider view
thenceforth judtified by its own fictiona nature.

Tinisma crosses the boundaries of two genres, novel and biography, like Hutcheon describes,
“the conventions of the two genres are played off againgt each other; there is no smple, unproblematic
merging” (Poetics 9). This*“problematic merging” creates an interesting chalenge when studying the role
of the mediain relation to historica and sociologica issues. Since, by definition, “ postmodernismisa
contradictory phenomenon, one that uses and abuses, ingtdls and then subverts,” (Poetics 3) itis
essentia to andyze these “transgressons’ S0 asto reved them as meaningful units of interpretation.

In order to highlight the principa devices used to transgress the logica and chronologicd
accepted order, | explore the congtruction of the novel as awhole. Then, the focus becomes the
intertextud references to Excélsior during the days after Mdla s assassination and the usage of these
referencesin Tinisma

Elena Poniatowska took ten years to produce this work, which initidly was intended to be a
movie script for Gabriel Figueroa. Poniatowska did extensive research on Tina Modotti, interviewing
people who met her in order to provide testimonies for her novd. She interviewed, among others:
Vittorio Vidali, Fernando Gamboa, Gabridl Ferndndez Ledesma, and AdelinaZendgas® Inan
interview released in 1988, Poniatowska affirmed:

Here | have athousand pages of interviews with people who knew Tina Modotti. It's

*Fora complete list of names, archives and documents consulted by Elena Poniatowska see Tinisima 661-663.
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turned out to be a very extensve work and much more complete, Snce Jesusa [Hasta

no verte, Jesis mio] was only one voice and | never tried to check whether her

anecdotes were true. The Modotti project is more complex because of the number of
people who come into it. The task of recongtruction is much more difficult (gtd. in
Garcia Pinto 175).
In the same interview Poniatowska aso clamed to be doing “anove with the most redigtic information
possible’(175). Thus, it is clear that she intended to tell a story that resembled the real Modotti’s as
much as possible.

In comparison with the review of the exigting literature of chapter | of this study, Tinisma
provides an accurate account of the events and dates. Moreover, severa of the scholars writing about
Modotti used the same testimonies and interviews that were lent by Poniatowska, since she is one of the
pioneers together with Mildred Constantine investigating Modotti.> However, the fictiona wrapping of
Tinisma isthe focus of this study, for it provides an interpretation of factsin the literary fied, yet the
novel is contemporary.

According to D’Haen “the familiar humanist separation of art and life (or human imagination and
order versus chaos and disorder) no longer holds. Postmodernist contradictory art ill ingtals that
order, but it then uses it to demystify our everyday processes of structuring chaos, of imparting or
assigning meaning” (qtd. in Poetics 7). Poniatowska “ subverts’ this order from the very presentation of
the book: thirtyseven chapters subdivided into sections separated by dates. The use of the date division
leads us to think about two different types of documents, a chronicle, in which Modotti’s life is narrated
by an omniscient narrator in the third person, and diary. All entries are dates except for one entitled “10
de enero de 1929 y los afios por venir” (249), which separates the novel into two big parts. before and
after Mdlla s degth. In either case, chronicle or diary, the transgression is manifest in this entry since the
voice of the omniscient narrator stopsin the previous entry and gives way, in this 10 January entry, to
Modotti’ s fictiond character speaking from afirst person “yo:”

[...] quiselanzarme alalucha, empujar las pesquisas, darlo todo en mis

% See references to Poniatowska s documentation in Christiane Barckhausen-Canale, Margaret Hooks, Sarah M.

Lowe and Patricia Albers’ works.
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comparecencias con ta de que encontraran d asesino de Mella. Después @ dolor cay6
como un blogue negro. Hubiera querido prepararme pararecibirlo, Sempre se me
adelantd. Amanecia en laamohada, eralo primero que veiad abrir los 0jos (249).
Thisis not the only time Modotti’ s voice is heard in the novd, but this particular indance is certainly the
most important, for thisisthe first gpopearance in the nove that is dso inserted in the context of the most
crucid event in Modotti’ slife: Mélla's death.
When dedling with Carlos Fuentes La muerte de Artemio Cruz (1962), Hutcheon points out

that “the traditiond verifying third- person past tense voice of history and redism is both ingtaled and
undercut by the others’ (Poetics 10). Such isthe casein Tinisma, where the disruption of the third
voice gives way to avoicein the first person that keeps the atention of the reader. However, this voice
isthefictiona character created by Poniatowska, since there are no rea accounts for these wordsin
any of theliterature reviewed.

Furthermore, subversion exists in the very entries of the supposed diary or chronicle, since there
isabreak in the chronologica sequencein thisfirst part of the novel. There are three different entries for
the 10 January 1929, the date of Méella’s nation, but these are scattered through pages 9, 45, and
249. The entries in between go back and forth from 1923 to 1929 as a kind of flashback in Modotti’s
life, from her life with Robo to the timesin Mexico with Weston, Guerrero, and findly Mdla The fact
that there appear three separate accounts of the 10 January suggests the importance of thisdate asa
point of inflection in Modotti’s life: the breakage in the chronologica sequence reflects the actud rip and
dteration of red life.

As Hutcheon daims, “postmodern parody” offers “ironic discontinuity that is revealed at the
heart of continuity” (Poetics 11). In our case, theirony liesin the fact that Modotti’ s life continued on
sequentialy undtered, despite the nation and the grief, while Modatti, the human being, was
deeply dtered by the chain of events, as Poniatowska has shown.

Hayden White argues that historians ded with “archivally based documentary realism” but only
within the discipline of history. He dso claims that, “there is a growing concern with redefining
intellectud higtory as “the study of socid meaning as historically condtituted” (gtd. in Poetics 15). In this
urge to study “socid meaning as higtorically condtituted,” Poniatowska s novel includes something else
than other, that is, images. At the beginning of each chapter a photograph illustrates and opens the
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meaning of the text into many more directions. The photographs are related to Modotti and her times,
regarding artigtic, socid and historical events. Hutcheon proposes that, “these postmodern text/image
combinations conscioudy work to point the coded nature of al cultura message. They do so by overtly
being re-visions: they offer a second seeing, through double vison, wearing the spectacles of irony”
(Politics 123). Thus, we find for instance, the photograph “Campesinos leyendo El Machete” by Tina
Modotti (Tinisma 34), aplate that conveys Modotti’ sidea of photography as a combination of
didacticism and art.® According to Gary Higgins, “for Modotti, photography became amedium for
didacticism, to teach, exhort and prosdlytize idedls in accordance with her communist beliefs’ (14).
Moreover, for the reader the insertion of photographsin Tinisma isjudtified for it isin accordance with
Modotti’ s principles about art and life.

Therichness of Tinisma is based upon this unlimited intertextudity: photographs, testimonies,
letters, newspaper articles and so on. Poniatowska enhances and transgresses historical events with
photographs and other intertexts charged with different meanings in the same way that, for instance, the
Cuban novdig Cabrera Infante subverts the traditionaly accepted version of history with hisvignettesin
Vidtas ddl amanecer en € tropico (1974).

Aswe saw dready, the structure of the novel conveys atransgression of the logica order of
events. It gartsin media res, precisdy with the episode of Mdla s murder, and the assassnation date is
the first entry of the book, 10 January 1929. For thisfirst chapter, entriesfor 10 and 11 January, the
photograph inserted is Modoaitti’ s portraya of Julio A. Mdla. Ironicdly, thisimage of vigorouslife and

expressvity is contrasted to the narration of Mella's nation. Furthermore, the police officer's

% The representation of the workers only visible by their hatsis atheme repeated in other printslike “March of the
Workers,” that Gary Higgins explains asfollows:
Modotti’ slove of people, which Beals[Carleton] observed, isevident in her usage of symbols:
people flood the picture plane from top to bottom in a spatial compression that all but eliminates
perspective. Her reductiveness externds to the character of the people too, their massed sombreros
being the most visible element. With slight perspectival cues|...] Modotti allows some spatial
context but largely forsakes the hierarchiacal ordering of traditional formsto convey the sense of

population (Higgins 14).
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words clash with the narration of Mdlla' s degth in the coldness of his account. Here, it is relevant to note
that these were the actua words the police officer said as they were published by Excdsior on 12
January 1929. However, thisinsartion is not stated as such in Tinisma,

Con voz de subastador, € comisario enumera.en medio del slencio:

Un pantal 6n negro.

Un saco negro.

Una combiancion color morado.

Unacamisa

Un suéter café.

Unos tirantes.

Un abrigo color rata.

Un cinturén negro.

Unalibretaroja, con 14piz.

Un periddico: EI Machete (12-13).
When using intertextudity, Linda Hutcheon argues that “its usefulness as a theoretica framework that is
both hermeneutic and formaist is obvious when dedling with historiographic metafiction that demands of
the reader not only the recognition of textuaized traces of the literary and historical past but also the
awareness of what has been done — through irony — to those traces’ (Poetics 127). In Tinisma, the
mere references to the naming of things Melawore or the bullet’ s trgectory in Méelld s clothes, contrast
with the superficid trestment of death. Theirony isdso plausble when it islater stated “ Al mencionar
cada orificio introduce su mefiique por € agujero paramodtrarlo y luego avienta la prenda sobre €
escritorio, en un monton de desamparo” (13).

The entry of 10 January is a brief account that goes back to the moment Mella and Modotti
separated while Mdlamet with Jose A. Magrifiat. The following entries trace the events occurring in
January 1929 back and forth like a disordered sequence of snapshots that reconstruct the assassination
and the following days. The sequence resembles Modotti’ s interrogetion by the police and the stream of
images that might have gone through her head in an effort to remember what happened. These particular
entries aso contain textud insertions from Excdsor that contribute to the collage of images, news, and
memories Modotti was experiencing after the killing. Here, it is pertinent to recall what Hutcheon
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proposes regarding postmodernism and history:
And it isakind of serioudy ironic parody that often enables this contradictory
doubleness. the intertexts of history and fiction take on paralel statusin the reworking of
the textud parts of both the “world” and literature. The textua incorporation of these
intertextua pasts as a condtitutive structurd dement of postmodernist fiction functions as
aforma making of higtoricity — both literary and “worldly” (Poetics 124).
In our case Sudy, literary fiction recongtructs one part that is missing from history: the way Modotti was
perceived by the journdigts a the time of the interrogation.
Ellos lamiraban de arriba abg o buscando sus mudos|...] las miradas de los hombres
se colgaban pastosas en las comisuras de su boca [ ...] Més convincente que su degato
era su cuerpo, sus manos que siempre encontraban € gesto cuando su voz no halaba
las paldbrasy de pronto se estampaban sobre su fada evidenciando su vientre (61).
The attitude of Pérez Moreno, one of the journdists following Modotti’ s case, is described by the
narretor in the same terms:
Pérez Moreno hatomado € caso con ardor. No degja de pensar en laforma de
encender un cigarro, de echar para atras la cabeza, de responder con fiereza, extrafio
brillo & de susgjos negros|...] Todo le gusta de ela, su pelo fuerte, sus ojos, su
cinturita, la curvatura de sus labios llenos (78).
Poniatowska s interpretation using sexud references highlights the viewpoint of a Mexican machista
society. The use of the stereotype “women are provocateurs’ appears parallel to Modotti’ s condition
asforeigner, and thus the second stereotype reveds “ Itdians are temperamentd.” Therefore,
Poniatowska provides in this context the explanation for the intertext from Excdsior 13 January (text 7),
found some lines below, “la aractiva veneciana de 0jos negros y mirar profundo,” “Tina Modotti se
presento vigtiendo un trgje estilo sastre de color azul marino, con una blusa celeste y un sombrero de
fidtro color beige” Later in the nove, thisfact is again brought up in another reference quoted from
Excdsor, “vestia una falda corta negra, un suéter gris cefiido por un cinturon negro, medias de color
humo y un sombrerito de terciopelo con un adorno de dos cerezas de plata’ (78).
In Poniatowska s opinion, the press judged Modotti just by her externa appearance and the
little information they knew about her. In this sense, the image portrayed in the press coincides with the
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roles she played in the Hollywood movies released some years before in Mexico. Christiane
Barckhausen-Candle refers to the last two Hollywood moviesin the following terms,
En d catdogo dd American FIm Indtitute figuran los titulos de otras dos cintas en las
que trabgj6, nuevamente interpretando mujeres exdticas y temperamentaes. Riding with
Deathy | Can Explain, se estrenaron en noviembre de 1921 y en marzo de 1922,

respectivamente, y lamercatilizacion de su cuerpo y de su fisico debe haber sido €
ultimo moativo para que Tinadiera por terminada su breve incursion en € mundo
cinematogréfico de Hollywood (60).
Likewise, when referring to Modotti’ s first movie, Margaret Hooks affirms, “ Weston commented after
seeing one of the films, “the brains and imagination of our movie directors cannot picture an Itdian girl
except with aknife in her teeth and blood in her eye” (51). These two accounts coincide with
Poniatowska s view regarding the fictiona roles Modoitti played in these movies and the link with the
image the press spread.
Under the entry of 15 January, we find how Luz Adrianareads over the headlines of the mgjor
newspapers “Luz levantalavisade El Universal” (Tinisma 62), but according to the real accountsthe
text belongs to an editorial written by Marcos Obregén and published in Excélsior™” on 15 January.
Poniatowska offers here an important interpretation based on the stereotype of the femme fatal e that
Modotti suffered since the days she acted in the Hollywood movies?®
Ser mujer descdlificaa Tina. Producto en d mercado: la sopesan. Gugjolota, gdling,
ternera ¢De qué sera su relleno? Se relamen. “Lo que acontece en d juzgado es
fisoldgico” piensa, “viscerd.” Todos la poseen, lostinterillos, € juez, los excribientes,
los ujieres sele montan y no lavan asoltar: Julio Antonio es un pretexto, es elaquien
lesinteresa (Tinisma 62).

Tinawas an easy target for the pressto blame: shewas awoman and aforeigner, evenworse, acommunist.

Therole of awoman like TinaModotti in the Mexico of the 1920s was not “ accepted” by that society, as

%" See article number 10 entitled Avyer. Itisamost entirely cited in the novel except for the first and last sentence.

%8 See referencesin the previous chapter about the relation between Modotti’ s roles in Hollywood movies and her

treatment by the press.
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Lowe recdlsin this reflection:
It has been argued that while the streets of the modern city gave rise to the public man —
the fléneur of the éranger — afemae counterpart — the flaneuse — isa socid, even
linguistic impossibility. Smply put , awoman of the Street is a Srestwalker, a prodiitute.
The experience of modern life — the flegting Sghts, the anonymous encounter,
purposdless wandering — was avisud experience that was virtudly unavailable to
women (64).
And Tinawas not certainly the usua woman in the Mexican society of the 20s. She was an activist and
an atigt. Later in the novel, Poniatowska brings out the topic of non-accepted individuasin a society by
acting differently. Furthermore, she suggests that the public eye judtifiesits conjectures by means of
defining these individuds as “ outcasts.”
Tina ha sdo vista sentada en la banca de un parque y manoseandose con un hombre
hard menos de quince dias. Otro puede atestiguar de su conductaimpudicaen un salén
de baile. El tercero lamiré desnudarse en la noche frente a Lago de Chapultepec. Un
testigo andnimo asegura en una carta que a tener que vigar a Cubaencargdé aTina—
entonces su amante — a su mejor amigo: “Cuidamea” El amigo se acost6 con ela (65).
All these references are related with episodes of the life of Tina Modotti pulled out of context and not
necessarily coinciding with the truth. For instance, Poniatowska uses these impersona voices and
anonymous witnesses to critique drawing of conclusions from non-reliable sources. These “ anonymous
voices’ aso convey irony: how reliableistruth told by an unknown person? In the case of the third
witness, the episode corresponds to aletter sent by Weston to Johan Hagenmayer when Modotti was
going to visit San Francisco, but there is no evidence that something else happened between Modotti
and Hagenmeyer; it isjust conjecture.

Poniatowska hersdf contests these accusations using the voice of the narrator, “quisiera decirles
que bailamal, que adlanadie la cuida, que es duefia de su cuerpo y de sl misma, que nunca nadie se
ha aprovechado de €la’ (65). The superimposed image is as obvious as the hel plessness of the fictiona
Modotti to make clear that these issues, in any case, are neither related to the deeth nor do they help the
search for the n. Likewise, Poniatowska establishes a connection between Modotti’s

powerlessness and the force of the people, represented by the communist symbols, which is
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paradoxicdly diminished againg the force of the governmentd press, “El Machetey laHoz y €
Martillo son volantesd aire al lado del poder de lagran prensa’ (66). Moreover, thisreferenceis aso
linked to a series of photographs by Modotti that appeared in the Communist newspaper, EI Machete,
which, as Higgins observed, “are examples of adirect symbolism, graceful and smplified, amed a a
Mexican audience whose illiteracy rate exceeded 80 percent” (14). Higginsis here pointing out an
interesting observation: the people who read the newspapers were not the peasants but the bourgeois
classes, which saw their power reinforced by the poor representation of the Communigts through
Modotti’s case. In relaion to this point, Excélsior went further in the accusations and reveded the
exisience of nude photographs of Modotti and Mdla. Weston's nudes of Modotti were shot years
before and found by the police in Modotti’ s apartment. The photograph of Mellawas shot in the sailing
club he was attending when he was dill living in Cuba. However, these revelaions compromised them
al to the public eye “nunca nadie se habia fijado en éllas [las compafieras] de esamanera. Cierto que la
camaraderia de lalucha rompia cafiones, las compafieras eran muy jaladoras, tenian hijos, €las se
hacian cargo, visitaban alos comparfieros en la carcd, pero la exhibicion de Tina desnuda en los
periodicos los encuerabaa €los [los comunigtas]” (Tinisma 73). Thus, the portraya of Modotti had
deeper rootsin diminishing the Communists as awhole, as Poniatowska points out.
The literary trestment of the attack on Modotti, the woman, follows the pattern described by
Sad, “when linked with satire [ ...] parody can certainly take on more precisdy ideologica dimensions.
Here too, iswriting working through other writing, other textudizations of experience’ (qgtd. in Poetics
129). Thus, Poniatowska explores the reaction of the readers of El Universal when seeing Modotti’ s
nudes exposed. Her crude anadlyss of the reaction to the articles and photographs points out the
digtraction of the readers to a superficid yet damaging image of Modotti while the public eye could
forget about the redl issue, the assassin of Julio A. Méla
Todos podian meterle mano, se la pasaban € uno a otro, tan buena que daba para
muchos, tenian derechos sobre ella— la llamada gran prensa se |os habia otorgado -;
mira, mano, qué buena esta la fuerefia, y los manitosy manos se picaban las codtillas,
oye mano, con ésta si quiero manito, mirae no maslastetas|...] Loslectoresvivian
una novela por entregas; junto con su café un pelo de su pubis se les quedaba sobre la

lengua, tocaban con sus labios d interior de los mudos sedosos de Tina ¢como detener
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lajauria? (74).
The press exploited Modotti’ s image to the extent of showing her like a progtitute and thus Excélsor
gave support to the crime of passion conjecture. Furthermore, Modotti’s image revedled her asa
witness who lacked credibility in the public eye. In an article published in La Jornada on the centenary
anniversary of Modotti’ s birth, Poniatowska recalls Modotti’ s behavior as faling below the “correct”
pattern for Mexican standards in the 1920s, “Era singular que unamujer y un hombre vivieran Sn estar
casados, bgjo d mismo techo; se autonombraban maestro y discipula [Weston y Modotti] y no le
tuvieron € menor miedo a qué diran. Vivir de esaformano se acostumbraba.” 29 Margaret Hooks
agrees with Poniatowska on this point, but she argues that “no-one in hotels or e sewhere questioned
why Tina Modotti and Edward Weston were living together or sharing aroom” (72). Thisaffirmationis
not so clear when Mdla's nation occurred for as we have seen, Modotti was judged on the
grounds of her “licentious life” Moreover, Poniatowksa continues saying:
Menos alin se acostumbraba que la mujer anduviera sola por su lado, no se pusiera
medias, fumaraen lacale como chacuaco y sdiera de noche sola, alos lugares de
moda|...] Unamujer solacon cinco hombres en € Lirico viendo alas encueradas,
¢auién era esa desfachatada? Claro, era extranjera, como todas las que vienen a hacer
en México lo que no les permiten en su pais. Nuestra capital, a pesar de todo su
Renacimiento, era provincianay € peso de lardigion caiainmenso. A las soldaderas de
laRevolucidn, dela cua todavia se oian los disparos, selasllamaba “ galletas de
capitén,” putas d servicio del gército. Para que unamujer se dieraarespetar en
México, debia permanecer como la escopeta, cargaday en un rincon. Las que sdian a
la calle debian estar locas de remate. Anita Brenner o Frances Toor, claro eran
fuerefias. Tina araia todas las miradas, ofendia sin darse cuenta.™
In this sense, Poniatowska coincides with Sarah M. Lowe' s approach as cited before.® Poniatowska
uses what Hutcheon cdls “discursive plurdizing” in order to focus the attention of the reader on the

29 |_a Jornada Online Aug. 1996. See Works Cited in thisthesis.

30| a JornadaOnline Aug. 1996.

31 See Sarah M. Lowe quotation on page 40 of the present thesis.
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unheard voices, in this case the women. As Hutcheon argues, “whét is ' different’ isvaorized in
opposition both to ditig, dienated ‘ otherness’ and aso to the uniformizing impulse of mass culture”’
(Postics 130). Therefore, Luz Adriand s voice gains specid importance in the novel. The reader re-
reads the press articles through the voice of afemale character, which contrasts with the male
dominated environment in the production of the news (Pérez Moreno) and the interrogation of Tina
(Vdente Quintana). Again, Poniatowska introduces again anew excerpt from Excélsior asa
reminiscence in thefictiona text, thet is, without quoting the source, “Luz lee en voz dta que Tinaes una
mujer de acero revestido de carne, que se obstina en no decir la verdad, que no la estorban ni los
prejuicios ni los escripulos de antafio” (Tinigma 63). This entry corresponds to two different articles
published by Excdsior, one on 14 January (text 8) and the second on 15 January (text 10).
Theroles of Luz Adrianain spesking through her margina voice is dso reinforced by the

solitude Modotti fedls for being the “only” woman, asit appears in one of her dreams

Tinamiraentorno suyo, ¢es dlaaquien sedirigen losjueces? eslaUnicaacusadaen la

llanura, y se percata, aterrada, de que esla Unicamujer. [...] Aqui no hay unasola

mujer, lamammano se ve por ningun lado, nadie, ni Luz Ardizana[sc], ni Mercedes, ni

Elisa, lamuchacha de El Buen Retiro, sdlo dla, Ting, ladesollada (Tinisma 110-111).
Poniatowska rescues the women lost in history and gpproaches their solitude in society. Furthermore,
she uses Modotti’ s dream to subvert the dominant order through parody, as Hutcheon explains,
“Intertextua parody of Canonical American and European classicsis one mode of gppropriating and
reformulating — with sgnificart change — the dominant white, male, middle class, heterosexud
Eurocentric culture’ (Poetics 130). Modotti feels judged by al men around her, starting with the press.
In her dream, the figures of her father, Julio Antonio, Edward and the judge are carnivalesque
individuas trying to decipher what she is made of:

El juez tiene lamirada tragpasadora, atroz, como de Ezra Pound. Tina quiserallamarlo

pero no puede. Edward ley6 sus Cantares y le dijo que sus 0jos eran como lagosy

COMO ZOrTas.

- Putadesnuda. (...)

- ¢Misentrafias, donde tiraron mis entrafias?

- Tendrés que venir todos los martes d Juzgado, tu libertad es condiciond, vendrés a
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darnos tu palabra; a cambio abriremos d cg6n donde guardamos tus menudencias.
Ahorapromete, Tina... (Tinikma 110-111).

These ingtances contrast with the cathars's Tina experiences after leaving Mexico D.F. for Sdina Cruz.
Inthisrura area, the matriarchal society of the juchitecas takes her into akind of regression to her
materna womb, “esto es como estar en d vientre materno” (112). Tinafedls comfort around these
women. The juchitecas lack the congtraints of the mae patterns imposed upon the compafieras. Thus,
Modotti discovers afemae environment that fulfills her much more, “alo largo de muchos meses,
ninguna compafiera llegd atratarlaen @ partido con esa confianza, y éstas entran en su intimidad con
unaimpudiciaque latambded’ (114). But it is especidly with the character of Na Chifiathat Tinafinds
the logt dignity over her orded with the press and the public opinion, “ &Y como veniste[sic] adar
aqui?’ le preguntd NaChifiay Tinacerrd los 0jos y vio que habia perdido algo. Devand sus recuerdos
precipitadamente, algunos en voz dta, otros piel adentro, parasi misma, unidaa Na Chifiaen unarara
complicidad (116-117). This complicity with Na Chifiais found in the last entry on 10 January 1929,
after aseries of entriesflying like aflashback of Modatti’s life. The voice of Modotti is not atered by
the narrator thistime. It isthe fictional Modotti who addresses these women who took her out of her
grief, “poco a poco las fuerzas regresaron. En Juchitén entre ustedes volvi a dormir, acomer. Lo més
dificil: comer. No podiadgar que la comida se pudrieraen € plato. Como lavida. Me dijo usted
Na Chifia. A lavidahay que vivirla, § no sele pudre a uno adentro (249).

The circle of the firgt entry dated 10 January 1929 is completed with this one, in which is added
“y los afios por venir.” Modotti’ s loss of Julio Mdlatogether with the destructive portraya of her are
finaly eased. But it is only through these women that Modotti can restore confidence and endurance.
The postmodern “ decentered” and “ex-centric” acquire new relevance in Poniatowska swork. Thus,
the continuity after the disruption takes place at the encounter with the juchitecas in an environment

dominated by women, nature and the rural setting.
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Chapter V

Conclusion

Modotti was a suitable target for the police and the newspapers to charge with the degath of
Julio Antonio Médla The culturd assumptions and preconceptions of society unfortunately favored
Modotti‘sfal into the rellm of suspiciousindividuals. That was reason enough to condemn her.

The content andlysis of Excdlsior clearly points out three different stereotypes the newspaper
used to impose a negative image on Modoatti: the frivolous woman of unacceptable behavior for
Mexican mora vaues at the time, the Itdian origin as a birthmark inevitably linked to tragedy, and the
communist membership as a trouble maker. These stereotypes coincide with Poniatowska's
interpretation of the news asinsarted in Tinisma. Furthermore, using a postmodern perspective the
literary text unmasks and subverts these stereotypes to redeem Modotti from the unfair trestment of the
media

In addition, Poniatowska points out a specia relevance in the exploitation of women as socid
midfits. In fact, this tendency of gpproaching topics from a male, white, and conservative perspective lies
underneath many communications and literary works. Poniatowska reverses this very approach, found
aswdl in Excdsor, by assigning more importance to femae characters and topicsin Tinisma.
Moreover, Poniatowska explains Modotti’ s catharss after the assassination from the grounds of a
female environment, in clear opposition to the male€' sin the production and assessment of news.

Modotti’ s misfortune could be an isolated case of mistrestment on the part of the press, but the
importance of this case rests a'so upon its political implications. Melawas not a smple young Cuban
student but a communist, and a dangerous one, as far as the Cuban government was concerned. The
Stuation regarding communism in Mexico in the 30s made it clear that the PCM represented a threet for
the Mexican government. The media was just one vernue to promote a bad image of the communigtsin
Mexico. In fact, Modotti’ s references were not the only accounts published at that timein Excésor.
When Mélld s diary was published, the newspaper made comments ridiculing the diary’ s ideological
content. At the same time, the Cuban ambassador in Mexico proclaimed that the Cuban government did
not have anything to do with the nation and that relations between both countries were in good
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shape.
Modotti was one of the communists expelled from Mexico only one year after Mdla's
assassination. At that time, Mexican public opinion il remembered Modotti as the “Italian communist
Mata Hari.” In addition, the PCM supported Modotti through the whole process, confirming her strong
link to the party. Modotti’ s name was identified with that of Diego Rivera and the PCM, and thus the
negative press on her aso reached the Mexican Communist Party.
The palitica issue behind Modotti’ s case emerges aswedl in Tinisma Poniatowska s anays's of
Modotti’ s misrepresentation goes beyond the texts and tackles the attack of the Communists by the
Mexican government. In the novd, the fictiond character of Diego Rivera points out thet the crime of
passion was only an excuse to protect the real n, Jos& Antonio Magrifiat, who was sent by the
Cuban government to kill Méella. He also adds that blaming Modotti was the best way to protect the
relations between Mexico and Cuba and to deviate public opinion from the red issue:
- ¢, Estd enterado, Pérez Moreno, de que los comunistas son victimas de
encarcelamientos 'y asesinatos? — se enfurece Diego Rivera - . ¢Desconoce la suerte
gue corren? ¢Por queé cree que € gobierno protege aMagrifiay enlodaaTina? - jNo
me vaya adecir que El Universal no recibe consgnas gubernamentales! Todos los
periddicos han acatado la orden de lavar aMagrifiay ensuciar alos comunistas. Al
gobierno lo Unico que le importa son sus relaciones con La Habana'y a ambos paises
les conviene lasdidade crimen pasiond. Mas claro no puede ser. Segiin los
periodicos, incluso € suyo, ni Machado mand6 matar, ni Portes Gil encubre a asesino.
Una aventurera extranjera, desvergonzada, como no han dgjado de llamarla, ha
provocado incomodidad internaciond. Si, sefiores, in-ter-na-co-na, porque Mdla
tenia estatura u-ni-ver-sd, perdimos un lider enorme... Pero como a canciller Genaro
Estrada se le hadborotado € gdlinero dipomético, les da de comer |os despojos de la
Modotti para tenerlos contentos (Tinisma 100).

This particular ingance is not quite fictiond. Rivera made a smilar argument that was published by B

Machete, even by Excélsor, in the days following the assassination. However, journdists continued their

attacks on Modotti regardless of Riverd s intervention.

The references to palitica forces behind the use of the mediain Modotti’ s case further than
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being discarded, are the most repeated by scholars like Margaret Hooks:
Quintanawas notorious for his persecution of Communists and his aim, together with
the right-wing sector of the adminigtration, was to discredit the Mexican Communist
Party. Tinawas to be the scapegoat and by putting her on tria they would attempt that
Communigts were not only dangerous criminds lacking mordity, but that their doctrine
was fundamentaly un-Mexican and expounded by exotic foreigners (Hooks 179).
Chrigtiane Barkhausen adds the following, “ Fue sobre todo, Vaente Quintana, € jefe corrupto y
xenofobista de los Departamentos de Seguridad, quien tratd de empujar las investigaciones por un
rumbo determinado: é suponia— o pretendia suponer — un crimen pasiona, cometido por un amante
celoso” (161). Furthermore, Barkhausen analyzes the case as an outbreak of larger consequences, “los
acontecimientos de lanoche del 10 d 11 de enero y la congguiente campafia anticomunista fueron €
inicio de una agudizacion dramética de la lucha de clases en México” (166).

In fact, by the end of 1929 this campaign against communists took a sharp turn with the
expulsion and persecution of members of the PCM, Modotti among them. Barry Carr assures that the
repression againgt communists was brewing aready by the end of 1928, over the CROM
(Confederacion Regional de Obreros Mexicanos), a union associated with the PCM (Carr 43). Carr
affirms aswell that the year 1929 was one of the worst for the PCM, since it was forced to move
underground because of the governmental harassment between 1930 and 1934:

Following the Escobarista revolt of 1929, another military chalenge to the authority of
the central government (in which the PCM was fasdy accused of aiding the rebels), the
government of Emilio Portes Gil launched a series of attacks on the PCM and its
members. Severd leading Communidts, including Guada upe Rodriguez, the Nationd
Peasant Leagu€e' sfirgt Treasurer, Salvador Gomez, and Hipdlito Landero, were killed
after the Escobar rebellion was crushed. In June the offices of El Machete were closed,
and three months later the paper’ s printing plant was destroyed by government forces.
Sysematic harassment of Communists was dso initisted with the arrest and temporary
detention of Rafadl Carrillo in May and the expulsion of alarge number of foreign
Communist exiles (mainly from Cuba) & the beginning of 1930. Findly, in January
1930, Mexico broke relations with the Soviet Union; they would not be resumed until
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the mid — 1940s (Carr 45).
Modotti’ s case transcends the printed word into a degper problem between the government and
Communism in Mexico during the 1920s and 1930s. Even after her expulsion from Mexico and her
exilein various countries (Germany, the USSR, France, and Spain), Modotti was again attacked by the
Mexican press upon her death in Mexico D.F. in 1942. Excdsor published severd articles denouncing
her death as a murder crafted by the Communist Party. In addition, the already-made image during
January of 1929 came out again as a wegpon to accuse the communists of killing one of their own for
interna reasons. Thistime, the response to Modotti’ s mistreatment came from the hand of Pablo
Neruda, who wrote a poem in her memory.* To his own surprise, the poem was actualy published by
several newspapers and the attacks on Modotti ceased.

The mediais apowerful resource for any organization or group; it prevails over the course of
time leaving traces difficult to ease. Itsuse asatool of public image to obtain benefits over othersis not
something soldy seen in the past. The common factor is the use and abuse of minoritiesto reinforce the
classca European approach of male, white, and conservative views.

Asit isdemonstrated in the present study, the mediawas used in Modotti’ s case as an image
breaker. Despite Communist resistance, the press imposed a negative image on Modotti that reached
the public and private spheres. Moreover, it diminished the Communigts as awhole by ther
identification with agitators and trouble makers. However, literary fiction plays with the dudity of media
as an image maker/breaker to subvert the accepted views. Poniatowska' s Tinisma enhances the
margind, individua voices by placing the mediain this historica-fictional context. Therefore, mediais
andyzed and used in the congtruction of a new image of Modotti and thus the image bresker roleis

reversed into an image maker.

32 See the mentioned poem in Appendix C of thisthesis.
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Appendix A

Thefollowing document is aletter sent from TinaModotti to Edward Weston on 25 February
1930:

My dear Edward:

| suppose by now you know all that has happened to me, that | have beeninjail 13 days and then
expelled. And now | am on my way to Europe and to anew life, a least a different life from Mexico.

No doubt you aso know the pretext used by the government in order to arrest me. Nothing less
than “my participation in the last attempt to kill the newly elected presdent.” | amsurethat no matter how
hard you try, you will not be able to picture me as a“terrorist,” as“the chief of a secret society of bomb
throwers’ andwhat not. . . . Butif | put myself in the place of the government | redlize how clever they have
been; they knew that had they tried to expel meat any other timethe protestswould have been very strong,
s0 they waited the moment, when, psychologicaly spesking, the public opinion was so upset with the
shooting that they wereready to believe anything they read or weretold. According to thevileyelow press,
al kindsof proofs, documents, arms, and what not, were found in my house; in other words everything was
ready to shoot Ortiz Rubio and unfortunatdly, | did not caculate very well and the other guy got ahead of
me. .. thisisthe story which the Mexican public has swallowed with their morning coffee, so canyou blem
their sghsof rdief in knowing that the fierce and bloody TinaModotti has at last |eft for ever the Mexican
shores?

Dear Edward, in dl thesetribulations of thislast month, | often thought of that phrase of Nietzsche,
which you quoted to me once: “What doesn't kill me, strengthensme,” and that ishow | fed aout myself
these days. Only thanks to an enormous amount of will power have | kept from going crazy at times, asfor
instance when they moved me around from one jail to another and when they made me enter ajall for the
firg timeand | heard the damming of theiron door and lock behind me and found mysdlf inasmal iron cell
with alittle barred skylight, too high to look out from. Aniron cot without mattress, anill smdlingtoiletinthe
corner of the cell and | in the middle of the cdll wondering if it was dl abad dream.

Wil it would be impossible for meto go into details about al the impressions and experiences of
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these past weeks, some time | hope to relate them verbally.

Now | am on my way to Germany. Please drop me a few lines to this address. Chotopatoya,
Friedrich Strasse 24-1V, Berlin S. W. 48 Germany. But don’t put my name on the outside address; usetwo
envelopes and put my name on the insde one.

They gave me only two days, after the 13 of jall to get my things ready; you can imagine how | |eft
everything. Fortunately my friends dl helped me so much; | can't tell you haw wonderful they havedl been
to me.

| an dill inakind of ahaze and avell of irredity permesates over everything for me; | supposeina
few days| will be norma again but the shocks have been too brutal and sudden.

| trust dl of you are well; receive atender and loving embrace from someone who loves you very
much.

Tina (Stark 69-70).
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Text Number / Source/ Keywordsabout Mela K eywor ds about M odotti L atent Content

Date

Text 1. Excélsior - Sefior Julio Antonio - Sefiorita M odotti. Neutral assesment of the
11 January 1929 Mélla - Acompariante. news.

- Nacionalidad cubana.
- Agredido abalazos
- Estudios de abogado.

Text 2: Excélsior

- Estudiante y comunista

- Amante de Mella.

Negative image.

12 January 1929 cubano. - Sefioraitaliana Stereotype of Italian
- Sabe quién es el women. Accussations of
homicida. her as aacomplice of the
crime.
Text 3: Excélsior - El cubano. - Sefiora M odotti. Neutral.
12 January 1929
Text 4: Excélsior - Desterrado cubano. - Sefioraitaliana. Negative. Reinforcing the
12 January 1929 - Lider comunistadelos | - Deas pecto bastante former stereotype through
estudiantes. agradable sin ser bonita. accounts regarding

- Amante de Mélla.
- “Compafiera.”

M odotti’ s physical
appearance. References to
her communist affiliation.

Text 5: Excélsior - Estudiante cubano. - Figuradolientey llorosa. | Neutral.
13 January 1929 - Victimado. - Artistaitaliana.
Text 6: Excélsior - Joven estudiante - LaModotti. Negative. Assumption of

13 January 1929

cubano.

- Amante del occiso.
- Continua negando
conocer al asesino.

guilt.

Text 7: Excélsior
13 January 1929

- Sefior Julio Antonio
Méela

- Sefioraitaliana.

- Sumamente agradable.
Delgaday de o0jos negros
y expresivos.

- Miradas largasy
profundas.

Negative. Impose of the
fermme fatal e stereotype.

Text 8: Excélsior
14 January 1929

- Estudiante cubano
muerto tragicamente.

- Artistaitaliana.

- Atractiva venecianade
0jOs negrosy mirar
profundo.

- Amante de Méella.

Negative. Assumption of
guilt based on a
stereotyped vision of
Modotti.




- Personainteligente.
-Mujer que posee el
secreto de la muerte de su
amante.

- Parece de acero
revestido de carne.

Text 9: Excélsior
14 January 1929

- Julio Antonio Mella

- LaUnicaque podria dar
laclavey revelar quién
fue el asesino.

- Laveneciana.

Negative. Reinforce the
former assumption.
Subjectivity inthe
accounts.

Text 10: Excélsior
15 January 1929

- Julio Antonio Méella.

- Inquietante, seductora,
cautivadora, torturante.

- Mujer modernaaquien
no traban |os prejuicios ni
estorban |os escripulos
de antario.

- Compafieraidea parala
vidatropical.

- Aventurerapeligrosa
gue sabe masdelo quele
han ensefiado.

- Sabe quien mat6 al
cubano y por qué.

Negative. Assumption of
guilt. Discredit Modotti as
awoman. Use of the word
compariera (communist
connotations) in atrivial
context.

Text 11: Excélsior
15 January 1929

- Julio Antonio Mella

- Laitaliana sefiora
Modotti.
- ContinGia sin estar presa.

Negative. The article
assumes sheis guilty and
should be imprisoned.

Text 12: Excélsior
15 January 1929

- Julio Antonio Mella

- No gustarecibir ni dar
dinero a hombres.

Negative. Unaccepted
vision of an emancipated
woman in the context of
Mexican society.

Text 13: Excélsior - Julio. - Llevaen su sangre el Negative. Reinforcement
16 January 1929 antiguo dramapasional y | of all stereotypes: femme
politico. fatale, “Italian Mata
- La“compariera.” Hari,” and bohemian
- Atractiva, de suavey “semi-artist.”
carnosamorenez.
- Semi-artista, semi-
estudiante, semi -
aventurera.
- El dramavacon ella
- (Amabarealmente a
Mella?
Text 14: Unknown source | - Cuban Rebel. - Sefiorita Tina M odotti. Neutral.

11 January 1929

- Cuban student agitator.

-Aqgirl.
-Anltaiangirl and a
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skilled photographer.

Text 15: Unknown source
12 January 1929

- Youthful Cuban
Communist.

- Beauty.

- Attractive young Italian
art student.

- Bohemian life and
impulsive Italian
temperament.

- The chief actress of the
international drama.

Negative. Sensationalist
account. Y ellow press.

Text 16: New York Times
11 January 1929

- Cuban student agitator.

(No reference)

Text 17: Washington Post
11 January 1929

- Cuban youth.

- Secretary general of the
Association de Nuevos
Emigrados
Revolucionarios de Cuba

(no reference)




Appendix C

The following poem by Pablo Neruda was published in several newspapers at the death of
Modoatti. It isincluded in his book Confieso que he vivido: memorias (1974).

TinaModotti ha muerto

Tina Modoatti, hermana, no duermes, no, no duermes.

tal vez tu corazon oye crecer larosa

de ayer, laUltimarosa de ayer, lanuevarosa.
Descansa dulcemente, hermana.

Lanuevarosaestuya, lanuevatierraestuya
te has puesto un nuevo trge de semilla profunda
y tu suave slencio se llena de raices.

No dormirés en vano, hermana

Puro es tu dulce nombre, pura estu fragil vida:
de abga, sombra, fuego, nieve, silencio, espuma;
de acero, linea, polen, se construyo tu férrea,

tu delgada estructura.

El chaca alaahgade tu cuerpo dormido

aln asomalaplumay € dma ensangrantadas

como s tU pudieras, hermana, levantarte,
sonriendo sobre € lodo.

A mi patriate llevo para que no te toquen,

ami patria de nieve paraque atu pureza

no llegue d asesino, ni @ chacd, ni d vendido:
dli estarastranquila.

Oyes un paso, un paso |leno de pasos, dgo

grande desde |la estepa, desde & Don, desde € frio?

Oyes un paso de soldado firme en lanieve?
Hermana, son tus pasos.

Y apasaran un dia por tu pequefia tumba,
antes de que las rosas de ayer se desbaraten,
donde esti ardiendo tu silencio.



Un mundo marchaa stio donde td ibas, hermana.

Avanzan cada dialos cantos de tu boca

en labocade pueblo gloriosos que ti amabas.
Tu corazon eravdiente.,

En las vigas cocinas de tu patria, en lasrutas,

polvorientas, ago sedicey pasa,

ago vudve alallama de tu dorado pueblo,
algo despiertay canta.

Son los tuyos, hermana: os que hoy dicen tu nombre,

los que de todas partes del agua, de latierra,

con tu nombre otros nombres callamos 'y decimos.
Porque € fuego no muere.
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Work Experience

Education:

Honors and Awards:

Curriculum Vitae

Aracdi Alvarez

Instructor of Spanish, Intensive Second Language Ingtitute (1SLI)
of Virginia Tech (July 2000).

Ingtructor of Spanish, Department of Foreign Languages and
Literaures at Virginia Tech (Aug. 1998 — May 2000).

Ingtructor of Spanish, Department of Modern Foreign Languages
a Georgia College and State University (Sep. 1997 — June 1998).

Madter of Artsin Higtory: Latin American Studies, Virginia
Polytechnic Indtitute and State University (July 2000).

Teaching Certification, University of Vdladolid, Spain (Apr.
1998).

Bachdor’'s Degree in English, University of Valadolid, Spain
(June 1997).

Teaching Assgtantship, Virginia Polytechnic Inditute and State
University (Aug. 1988 — May 2000).

Teaching Assigtantship, Georgia College & State University (Sep.
1997 — June 1998).

Scholarship, College of London, UK (July — Aug. 1996).

Scholarship, Hull University, UK (Sep. 1995 — June 1996).



