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This essay seeks to present new research examin-
ing ideas related to the art and architecture of 
local communities in the Sacred Valley of Peru 

This paper will examine in careful detail the church of 
San Martin de Tours in Huarocondo and its painted 
decorations to explore how Indigenous patrons estab-
lished their identity and prominence in this community. 
The wall frescos and retablos commissioned in the sev-
enteenth century reveal how these descendants of Inca 
elites negotiated their power within this visual culture, 
as owners of agricultural estates and leaders in their 
community, to create new art forms that were unique to 
this localized context. 

This essay departs from analyzing solely the 
painting schools in the main urban centers of Lima and 
Cusco by exploring lesser-known artists, new pictori-
al traditions, and the complex realities and histories 
behind the creators that produced them. This new case 
study will give important attention to Andean artists 
and Inca descendants in the communities of Anta, 
Zurite, and Huarocondo in the Sacred Valley outside of 
Cusco (fig. 1). These Inca patrons, who commissioned 
paintings with hybrid iconographies and non-European 

donors juxtaposed to Catholic saints, created unique 
visual discourses and inventive art forms in the Andes. 
These new pictorial images that changed to meet local-
ized needs in the seventeenth century, created hybrid 
styles that transcended conquest narratives and did not 
sever Indigenous pasts from their colonial present, but 
rather created unique paintings that embodied powerful 
Andean identities.

Building on the ideas of Thomas B.F. Cummins 
in this volume addressing the aporias in George Kubler’s 
approach to his scholarship, which despite his founda-
tional reputation to the field, did not acknowledge the 
perseverance and important meaning of Andean aes-
thetics and cultural expressions, this essay will examine 
how Native identity in the Sacred Valley in Peru was not 
erased in the colonial period, but rather artists actively 
continued to represent Indigenous motifs and play a key 
role in the manipulation of their own religious space.1 
Writing about Indigenous artists actively subverting 
symbolic signs of hegemony and negotiating their power 
in New Spain, Dana Liebsohn writes that even though 
they “could not openly ‘resist’ encroachments on their 
physical boundaries, Indigenous artists found ways to 
avoid ‘the extinction of pre-Columbian motifs’ and the 
encroachment on their symbolic boundaries and Indian 
identity.”2 Patrons in Huarocondo in Peru commis-
sioned images representing the endurance of Indigenous 
culture, and artists were not passive subjects but rather 
constituted a thriving, blurring of boundaries where 
Indigenous community members remained proactive in 
their participation in art production and played a role 

1  Thomas B.F. Cummins, “‘…An itinerant mestizo…’: The Work 
of Viceregal Art, Indigenous Values, and a Toast with the Aporias of 
George Kubler,” Latin American and Latinx Visual Culture 3, no. 4 
(2021): 5; see also Barbara E. Mundy, “Kubler’s “On the Colonial 
Extinction of the Motifs of Pre-Columbian Art” Reconsidered,” Latin 
American and Latinx Visual Culture 2, no. 4 (2020): 55–60. 
2  Dana Liebsohn, “Colony and Cartography: Shifting Signs on 
Indigenous Maps of New Spain,” in Reframing the Renaissance: Visual 
Culture in Europe and Latin America, 1450-1650, ed. Claire J. Farago 
(New Haven: Yale University Press, 1995), 279.
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in the formation of their own Andean visual culture.3 
This investigation of art and architectural production 
in the Sacred Valley will contribute to the ideas raised 
by scholars such as Stella Nair, Rolena Adorno, and 
Tom Cummins in his essay in this journal challenging 
Kubler’s hierarchies of art and racial categories, to create 
a new case study to deconstruct the marginalizing inter-
pretations of Europeanized readings of Andean colonial 
art.4 The paintings in Huarocondo commissioned by In-

3  Carolyn Dean has made important observations about portraits of 
Andean elites, that they did not relegate their identity within timeless 
paradigms of the passive colonized subject, and they did not view the 
Spanish invasion as an event that severed Andean history from “pre” 
into “post” conquest. Carolyn Dean, Inka Bodies and the Body of Christ: 
Corpus Christi in Colonial Cuzco, Peru (Durham: Duke University 
Press, 1999), 117-118; Dot Tuer also reveals how, in Spanish America, 
underlying the symbolic codes of colonial order, there was a blurring of 
borders that existed between Indigenous and Catholic rituals. Dot Tuer, 
“Old Bones and Beautiful Worlds: The Spiritual Contestation between 
Shaman and Jesuits in the Guarani Missions,” in Colonial Saints: 
Discovering the Holy in the Americas, 1500-1800, ed. Jodi Bilinkoff and 
Allan Greer (New York: Routledge, 2003), 77. 
4  Stella Nair, “Localizing Sacredness, Difference, and Yachacuscam-

digenous leaders to re-present their Andean identity will 
reveal how these patrons used portraiture as a colonial 
“discourse of power” to actively negotiate the visibil-
ity of their positions.5  By seeking to elevate regional 
art, study the role of Indigenous iconographies in the 
formation of colonial art, and uncover the contributions 
of Indigenous and mixed-race artists and patrons within 
this contested period of art history, this essay will reveal 
specific pictorial details that embody the unique strate-
gies by Andean communities to affirm their legitimacy 
and create their own cultural memory. 

cani in a Colonial Andean Painting,” The Art Bulletin 89, no. 2 (June 
2007): 227; Rolena Adorno, Guaman Poma: Writing and Resistance 
in Colonial Peru (Austin: University of Texas Press/Institute of Latin 
American Studies, 2000), 143.
5  Thomas B.F. Cummins, “We are the Other: Peruvian Portraits of 
Colonial Kurakakuna,” in Transatlantic Encounters: Europeans and 
Andeans in the Sixteenth Century, ed. Kenneth J. Andrien and Rolena 
Adorno (Berkeley: University of California Press, 1991): 203-231.

Figure 1. Cusco and the Sacred Valley, Viceroyalty of Peru (courtesy of Zeitgraph, Jenny McChesney)
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Cusco: A Palimpsestic History
The study of regional art in the areas outside of 

Cusco must begin with an examination of art patronage 
in Cusco, in the multilayered sacred city whose history 
is “palimpsestic” in nature.6 Cusco was a holy city long 
before the arrival of the Spaniards, as the capital of the 
Inca Empire called Tahuantinsuyo. Cusco’s cathedral 
was built from the sacred sand of the city’s ancient 
plaza, and the Jesuit Compañía was built over the Inca 
Amarucancha.7 At every turn, visual reminders of Inca 
architecture survived in the colonial reorganization of 
the city. Garcilaso de la Vega el Inca made observations 
about the conflation of the Inca past in the Spanish 
present in his imaginary stroll through the city of Cusco 

6  Joanne Rappaport y Thomas B.F. Cummins discuss this term in 
Beyond the Lettered City: Indigenous Literacies in the Andes (Durham: 
Duke University Press, 2012), 142.
7  As Tom Cummins writes in his essay, if “Lima was a city created 
out of the viceregal future for the Spanish, colonial Cusco was created 
out of the Inca past.” Thomas B.F. Cummins, “A Tale of Two Cities: 
Cuzco, Lima, and the Construction of Colonial Representation,” in Con-
verging Cultures: Art and Identity in Spanish America, ed. Diane Fane 
(Brooklyn: The Brooklyn Museum, 1996), 159.

in the 1550s recounting the city of his youth.8 As Tom 
Cummins observes, “This reuse of building materials 
and foundations in Cusco signaled that the contestation 
between the Spanish and the Inca was immediately and 
always present.”9 

Case studies in Cusco also reveal that local 
Indigenous and mestizo donors played a key role in 
the creation of works of art and architecture to exhib-
it their influence, power, and identity in the colonial 
period. Archival evidence reveals that patrons played an 
important role in supporting commissions for paintings 
and the construction of churches with income produced 
from their agricultural enterprises that included haci-
endas and farms producing wine, sugar, olive oil, fruits, 
vegetables, herbs, salt, bread, and glass.10 The plan of the 
Jesuit church of la Compañía in Cusco, for example, 
reveals that by the seventeenth century, the Jesuits had 
constructed an Indigenous capilla de los indios adjacent 
to the main church with its own independent entrances 
to support Indigenous devotions within their complex 
(fig. 2). These traces found in colonial records, in this 
instance in the Jesuit Curia Archive in Rome, shed light 
on the cultural meaning of religious spaces such as these 
and the art objects in them.11 Documents confirm how 
the Jesuits and secular donors at la Compañía owned 
haciendas outside of the city including the Hacienda de 
Pachachaca, Mollemolle, Huarayapata, Vicho, Gamara, 
Ayuni, and Piccho among others, and Indigenous and 
Spanish patrons gave part of their income to the order 
in the form of personal donations.12 These haciendas fi-
nancially supported this church, and donations included 
funds for the decoration of these spaces with paintings, 
sculptures, and gilded retablos. Archival documents 
also identify Indigenous patrons supporting Indigenous 
confraternities and Indigenous chapels in this Jesuit 
capilla de indios also known as the capilla de Nuestra 
Señora de Loreto. Patrons, who identify themselves in 
the written inventory records as Indigenous elites, such 

8  Garcilaso de la Vega, Primera parte de los comentarios reales 
(Lisbon: Pedro Crasbeeck, 1609), cited in Michael Schreffler, Cuzco: 
Incas, Spaniards, and the Making of a Colonial City (New Haven: Yale 
University Press, 2020), 151-55. 
9  Cummins, “A Tale of Two Cities: Cuzco, Lima, and the Construc-
tion of Colonial Representation,” 161.
10  Pedro Macera, “Instrucciones para el manejo de las haciendas 
jesuitas del Perú (siglos XVII-XVIII),” Nueva Crónica Fascículo 2 
(1966); Sandra Negro Tua and Manuel M. Marzal, Esclavitud, economía 
y evangelización: las haciendas jesuitas en la América virreinal (Lima: 
Pontificia Universidad Católica del Perú, 2005).
11  Archivum Romanum Societatus Iesu, Roma, Fondo Gesuitico 847, 
f. 117.
12  UNSAAC, Archivo Regional de Cusco, Archivo del Colegio 
Nacional de Ciencias, Legajo 5 Cuaderno 6 (1760-1764).

Figure 2. Plan of the Church of the Society of Jesus in Cusco including 
the Chapel of Our Lady of Loreto, late seventeenth-early eighteenth 
century, pen and ink on paper, 16 x 13 in. (40.64 x 33 cm). Archivum 
Romanum Societatus Iesu, Roma
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as Doña Maria Pancar Occlo and Don Mateo Quispe, 
Mayordomo of the Confraternity of Nuestra Senora de 
Loreto, mention donating funds from their haciendas 
to decorate this chapel in la Compañía to the left of 
the main church. This construction of an autonomous 
Indigenous chapel that functioned as a church within 
a church, which the Jesuits also repeated in other cities, 
helped these Indigenous patrons and Native confra-
ternities create a space for localized devotions.13 Un-
fortunately, the expulsion of the Jesuits in 1767 caused 
the decoration program of this chapel and the original 
installation of artworks in the main church of la Com-
pañía to be disassembled, moved, and transformed over 
time. 

13  José de Mesa and Teresa Gisbert, Arquitectura andina 1530-1830 
(La Paz: Embajada de España en Bolivia, 1997), 64.

Andean Donors in Huarocondo
Within this nexus of textual documentation 

providing material evidence about Indigenous and mes-
tizo patrons and their active role in supporting art pro-
duction, the parishes in the Sacred Valley were also in an 
artistic dialogue with each other outside of Cusco. In the 
seventeenth century, Archbishop Manuel de Mollinedo 
y Angulo visited towns in the diocese and provided fi-
nancial support to maintain churches in local parishes in 
the Sacred Valley.14 Such was his dedication and concern 
to improve the physical conditions of the churches that 
he made substantial efforts to promote local decoration 
programs and the construction of religious architecture 
and their facilities outside of Cusco.15 A good part of 
this history can be retraced from archival sources in 

14  Archivo General de Indias, Lima 306, Visita de Mollinedo 1676; 
José de Mesa y Teresa Gisbert, Historia de la pintura cusqueña (Lima: 
Fundación Augusto N. Wiese, Banco Wiese, 1982).
15  Graciela María Viñuales and Ramón Gutiérrez, Historia de los 
pueblos de indios de Cusco y Apurímac (Lima: Universidad de Lima, 
2014), 78.

Figure 3. Side Entrance, Saint Martin of Tours Church, Huarocondo, Peru (Photograph by Jim Sykes)
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parish inventories from churches located throughout the 
Sacred Valley, which confirm that the efforts initiated 
by Mollinedo in 1674 continued during the twenty five 
years of his position as prelate of Cusco.16 He ordered 
inventories of his parish populations to know precisely 
the general state of each church and remain up to date 
on all that was happening without interrupting his 
support, even in the towns furthest from his seat of the 
bishopric.

Indigenous donors near Anta, who owned 
and operated haciendas in their local towns, played an 
active role in art production within this context. The 
town of Huarocondo thrived in the colonial period, 
along with nearby pueblos of Zurite, Qollurit’i, and 
Pucyura, as communities where Andean families owned 
haciendas and agricultural lands that they cultivated 
and maintained throughout the three centuries of 
the viceregal period. At the church of San Martin de 
Tours in Huarocondo, Andean patrons commissioned 
paintings presenting themselves in the devotions they 
supported financially in their own town in the Sacred 
Valley. The parish church of San Martin is a single nave 
church dating from the seventeenth century with a 
triumphal arch-style side entrance flanked by pilasters 
and painted trompe l’oeil decorative motifs, such as egg 
and dart details on the capitals above the dentils (fig. 
3). Upon entering the church, one sees the extensively 
painted walls with images of saints and angels, floral and 
decorative motifs, and painted pilasters and Solomonic 
columns. These beautifully painted wall decorations, 
which appear to be in a dialogue with other churches in 
the Sacred Valley, such as at Andahuaylillas and Canin-
cunca, contain stunning decorative motifs based on 
grotesque designs that include Native Andean flora and 
fauna such as vizcacha, and they depict Native donors 
posing in the paintings they commissioned.17 The side 
altar of Nuestra Señora del Carmen along the nave, for 
example, presents an image of the Virgin crowned by 
the Trinity with a Native donor at the bottom left of the 
canvas in a gesture of prayer (fig. 4). This Native patron 
wears his hair down in a cropped style and is dressed in 

16  This information is recorded in the following parish archives in 
the Sacred Valley: Archivo Parroquial de Anta, Archivo Parroquial de 
Caycay, Archivo Parroquial de Chinchaypugio, Archivo Parroquial de 
Chinchero, Archivo Parroquial de Huarocondo, Archivo Parroquial de 
Paucartambo, Archivo Parroquial de Urubamba y Archivo Parroquial de 
Zurite. 
17  Mesa and Gisbert, Arquitectura andina, 148; Mesa y Gisbert, His-
toria de la pintura cusqueña, 1: 237, 248; Teresa Gisbert, Iconografía 
y mitos indígenas en el arte (La Paz: Gisbert y Cia., 1980), 92; Ananda 
Cohen Suarez, Heaven, Hell, and Everything In Between: Murals of the 
Colonial Andes (Austin: University of Texas Press, 2016), 60.

a simple robe that does not contain European embellish-
ments. Walking down the nave of the church towards 
the altar, the painted scene above the transept arch de-
picts a group of fourteen Indigenous figures kneeling be-
fore the Virgin of Mercy (fig. 5). The group of men and 
women dressed in white and black robes hold rosaries as 
they kneel in prayer to the Virgin, and some figures have 
their hand on another person’s shoulder, suggesting they 
are family members or closely related. The cropped hair 
of the male donors and their black uncus communicate 
their Indigenous dress and identity. 

Passing under the transept arch, the viewer 
moving toward the main altar sees four large paintings 
in the retablo mayor, each containing a devotional image 
with a Native donor depicted and identified textually 
in the canvas. Based on the date of one painting in this 
series, which is signed and dated 1675, the stylistic 
similarity of these canvases and inventories and letters 
describing the completion of the retablo suggests they 
are all from the late seventeenth century.18  The bottom 
right painting depicts a unique iconography for a saint, 

18  Bishop Mollinedo also commented in his 1676 visita that the 
retablo and sacristy decorations were successfully being completed. 
Archivo General de Indias, Lima 306, Visita de Mollinedo, 1676. See 
also Horacio Villanueva Urteaga, “Nuevos datos sobre la vida y obra del 
obispo,” Revista del Instituto Americano de Arte 9 (1959).

Figure 4. The side altar of Nuestra Señora del Carmen, Saint Martin of 
Tours Church, Huarocondo, Peru (Photo provided by James McAllen)
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possibly Saint Bernard, carrying the instruments of the 
passion of Christ, with crisp folds in his drapery that are 
rendered in a style reminiscent of the Mannerist period 
(fig. 6). This painting represents two Inca donors at 
each corner of the bottom of the canvas, with a textual 
inscription identifying the Indigenous patron on the left 
as Don Sebastián Flores and on the right, Don Cristóbal 
Atau Paucar (fig. 7).19 They are both depicted unambig-
uously as Native elites with cropped hair cuts and simple 
black Andean tunics worn over white Spanish-style long 
sleeved shirts. Archival records identify members of the 
Cofradía de San Martín led by the Flores family and the 
Cofradía de las Ánimas led by the Atau Paucar family in 
this church in the seventeenth through the nineteenth 
centuries.20   

A portrait of a female donor, whose name is yet 
to be identified beyond Doña Juana Atau, is located in 
the large painting in the second cuerpo (register) above 
this image in the retablo.  She is dressed in a traditional 
Indigenous headdress of the southern Andes and her 
name is written textually next to her portrait, Doña 

19  Archivo Arzobispal del Cusco (AAC), Legajo XXII, Expediente 
1 and 4.
20  Archivo Arzobispal del Cusco (AAC), Época Republicana, Sec-
ción Inventario de Iglesias, Legajo/Caja IV, Paquete 8, Expediente 158, 
folio 6r-8v.

Juana Atau, which is the same surname as the Inca 
patron in the large canvas below her in the first cuer-
po of this retablo mayor. To the left of the main altar, 
another Inca donor is depicted in a devotional painting 
of Saint Rose of Lima (fig. 8). This painting represents 
Saint Rose of Lima depicted with a crown of roses and 
holding a wreath of roses with the image of the Christ 
Child in the center. This painting was signed four years 
after Saint Rose of Lima was canonized in 1671. The 
donor at the bottom left is represented as an Inca with 
a light grey tunic over a white Spanish shirt with hands 
folded in prayer to the Virgin. This canvas contains the 
textual identification of his name next to his portrait: 
Don Lorenzo Manca. Across from his portrait in the 
opposite, lower right corner is an important detail that 
claimed a place for this Indigenous donor’s power: an 
image of the church of San Martin in Huarcondo (fig. 
9).21 The artist chose this location to sign his name, 
“Juan Bentura (sic) Jordan Corso Año de 1675 Me Fe-

21  The inventories from 1746, 1774, and 1784 describe these 
paintings. See Archivo Parroquial de Huarocondo, Libro de inventarios, 
inventario de 24-7-1746, inventario de 22-3-1774 y inventario de 21-12-
1784. See also Viñuales y Gutiérrez, Historia de los pueblos de indios 
de Cusco y Apurímac, 97-98. 

Figure 5. Transept Arch, Indigenous patrons, Saint Martin of Tours 
Church, Huarocondo, Peru (Photograph by James McAllen)

Figure 6. Juan Ventura Jordan Corso, Saint Bernard with the 
instruments of the passion of Christ with donors Sebastian Flores 
and Cristobal Atau Paucar, signed 1675, oil on canvas, 7 ft x 4 ft 
(2.13 x 1.21 m), Main altarpiece of the Saint Martin of Tours Church, 
Huarocondo, Peru (Photo provided by Raúl Montero Quispe)
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cit.” This representation of the church superimposed in 
this painting depicts the church with its tiled roof, three 
level espadaña (bell tower), and stairway leading to the 
side entrance. 

As Tom Cummins states in his book, Toasts 
with the Inca, it is critical to “bring the relationship 
between object and image into the phenomenological 
sphere of social interaction.”22 Building on this impor-
tance of identifying the agency of images in the visual 
culture of seventeenth-century Peru, it is crucial to 
note that the artist’s choice to include this portrait of 
the church along with these Indigenous patrons, who 
are identified both visually and textually, provided the 
opportunity for viewers to read these details as signify-
ing authority and power locally.23 This representation of 
the church in Huarocondo created this important visual 
and spatial link of the donor with his Andean commu-
nity. 

In her study of the Corpus Christi paintings, 
Carolyn Dean stated that the Inca performers possessed 
their own identity and didn’t deny or subvert it—but 
claimed a place for themselves. They “simultaneously 
embodied the past and compelled Andean history to 
include them…Thus, they alleged a continuity between 
pre- and post-conquest worlds.”24 I would argue that 

22  Thomas B.F. Cummins, Toasts with the Inca: Andean Abstraction 
and Colonial Images on Quero Vessels (Ann Arbor: The University 
of Michigan Press, 2002), 2. See also Elena Phipps, “Garments and 
Identity in the Colonial Andes,” in The Colonial Andes: Tapestries and 
Silverwork, 1530-1830, ed. Elena Phipps, Johanna Hecht and Cristina 
Esteras Martín (New York and New Haven: The Metropolitan Museum 
of Art and Yale University Press, 2004), 17-20 and 27-31; Nicholas 
Thomas, Entangled Objects: Exchange, Material Culture, and Colonial-
ism (Cambridge: Harvard University Press, 1991), 84-184.
23  Teresa Gisbert, Iconografía y mitos indígenas en el arte, 195.
24  Carolyn Dean, Inka Bodies and the Body of Christ, 99 and 112.

these Inca donors also actively took on this role by 
funding the creation of paintings that represented them 
with the expectation to be understood in Indigenous 
cultural terms as Andean Christians in control of their 
community, in a place that produced stunning art and 
architecture, agricultural bounty, and a thriving town in 
the Andean highlands. 

This study also builds upon the scholarship 
of Stella Nair, who has studied the phenomenological 
experiences of Inca spaces in Chinchero.25 She has also 
examined the transition of the axial movement through 
space from the expansive royal estate of Topa Inca to the 
Spanish church of Nuestra Senora de Montserrat. Inside 
the church, the painting of the Virgin of Montserrat 
by Francisco Chivantito today hangs along the nave 
on the left wall facing the main altar (fig. 10). In her 
discussion of this 1693 image that depicts the Virgin of 
Montserrat set within a mountainous Andean landscape 
that includes a portrait of the local plaza and church in 

25  Stella Nair, At home with the Sapa Inca: Architecture, Space, and 
Legacy at Chinchero (Austin : University of Texas Press, 2015), 5.

Figure 7. Detail, Juan Ventura Jordan Corso, Saint Bernard with donors 
Sebastian Flores and Cristobal Atau Paucar, signed 1675, oil on 
canvas, 7 ft x 4 ft (2.13 x 1.21 m), Main altarpiece of the Saint Martin of 
Tours Church, Huarocondo, Peru (Photo provided by James McAllen)

Figure 8. Juan Ventura Jordan Corso, Saint Rose of Lima with 
donor Lorenzo Manca, signed 1675, oil on canvas, 7 ft x 4 ft (2.13 
x 1.21 m), Main altarpiece of the Saint Martin of Tours Church, 
Huarocondo, Peru (Photo provided by Raúl Montero Quispe)
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Chinchero, Nair demonstrates convincingly that images 
portrayed specific realities, “importing European proto-
types into the Andean context and translating Spanish 
artistic practices into a localized visual vocabulary” (fig. 
11).26 “Local cultural memory [was] conveyed” with 
“participants ethnically marked by their clothing,” where 
“Spanish colonial places were understood through An-
dean spatial and spiritual conceptions.”27 These concepts 
reveal that Nair has uncovered how Andean artists and 
their Native subjects acted as “cultural mediators” to ar-
ticulate “their own control in their community through 
the production of art.”28 

My analysis of San Martin in Huarcondo is 
aligned with these historiographical dialogues that seek 
to value the diversity of Indigenous art production and 
cultural perspectives in viceregal Peru with a re-examina-
tion of the complexity of art produced in the country-
side, where transformations upon traditional images 
created new works highlighting Indigenous power and 
authorship in art. Luisa Elena Alcalá has raised the 
important questions about the complicated nature of 

26  Nair, “Localizing Sacredness, Difference, and Yachacuscamcani,” 
220.
27  Nair, “Localizing Sacredness, Difference, and Yachacuscamcani,” 
231-32.
28  Nair, “Localizing Sacredness, Difference, and Yachacuscamcani,” 
220, 231.

interpreting Indigenous donors’ representations of their 
identity, asking if patrons were celebrating their differ-
ence and subverting colonial identity or displaying their 
ambivalent assimilation to Spanish portraiture models.29 
These inquiries for study created by Alcalá related to re-
solving these ambiguities must be considered, and Tom 
Cummins’ essay in this volume addressing the essential-
ism of ethnic identifiers in Kubler’s work underscores 
the importance of resisting European frameworks of 
analysis and linear historical narratives about the impo-
sition of Hispanic artforms.30 I would argue that both 
possibilities raised by Alcalá are present in the unique 
examples in Huarocondo in that Indigenous donors 
commissioned their specific portraits to be represented 
in these paintings in their community. Using European 
symbols of power in portraiture to signify their own 
Indigenous authority in Huarocondo, where their loca-
tion is represented on the canvas with their likenesses, 
these Native protagonists exhibited their autonomy and 
gained visibility and power through these commissions 
within a localized context.31 Archival documents have 
revealed that these Indigenous Andean donors from 

29  Luisa Elena Alcalá, “Painting in Latin America, 1550-1829: A 
Historical and Theoretical Framework,” in Painting in Latin America, 
1550-1820, ed. Luisa Elena Alcalá and Jonathan Brown (New Haven: 
Yale University Press, 2014), 31-32; Cummins, “We are the Other: 
Peruvian Portraits of Colonial Kurakakuna,” 211-13.
30  Cummins, “‘…An itinerant mestizo…’: The Work of Viceregal 
Art, Indigenous Values, and a Toast with the Aporias of George Kubler:” 
11.
31  Nair, “Localizing Sacredness, Difference, and Yachacuscamcani,” 
227; William B. Taylor, Magistrates of the Sacred: Priests and Parishi
ners in Eighteenth-Century Mexico (Stanford: Stanford University 
Press, 1996), 6, 297; See also Ashis Nandy, The Intimate Enemy: Loss 
and Recovery of Self Under Colonialism (Delhi: Oxford University 
Press, 1983) and other interdisciplinary and postcolonial approaches to 
understanding cultural hybridity that explore difference without an 
imposed hierarchy while analyzing the in-betweenness of Indigenous 
identity. My analysis also builds on Bakhtinian concepts of the plurality 
of utterances and languages as related to art production that also 
references Bhabha’s definition of an “in-between hybridity” that disrupts 
the dominant discourse of the colonizer and dismisses linear historical 
narratives to complicate the binary constructions of race, class, and 
power. Mikhail M. Bakhtin, The Dialogic Imagination: Four Essays 
(University of Texas Press, 1981), 262; Homi Bhabha, TheLocation of 
Culture (London:  Routledge, 1994), 4-6; Homi Bhabha, “Of Mimicry 
and Man: The Ambivalence of Colonial Discourse,” October 28 (Spring 
1984): 126; Nelly Richard, “Cultural Peripheries: Latin America and
Postmodernist De-Centering,” Boundary 2 The Postmodernism Debate
in Latin America 20, no. 3 (Autumn 1993): 157-58; Dana Leibsohn and 
Carolyn Dean also raise the point that traces of Indigenous styles and 
iconographies are not always visible in “Hybridity and Its Discontents: 
Considering Visual Culture in Colonial Spanish America,”Colonial 
Latin American Review 12, no.1 (2003): 21. See also Leslie Todd, 
“Visibility and Invisibility in the Sculpture of Colonial Quito,” Latin 
American and Latinx Visual Culture 3, no. 3 (2021): 1-9; Emily Floyd, 
“Seeking an Artist in Black and White: Identity and Agency among
18th-Century Limeño Engravers,” Latin American and Latinx Visual 
Culture 3, no. 3 (2021): 1-9.

Figure 9. Detail, Saint Martin Church, Huarocondo in Juan Ventura 
Jordan Corso, Saint Rose of Lima with donor Lorenzo Manca, signed 
1675, oil on canvas, 7 ft x 4 ft (2.13 x 1.21 m), Main altarpiece of the 
Saint Martin of Tours Church, Huarocondo, Peru (Photo provided by 
Raúl Montero Quispe)
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Huarocondo owned their own haciendas in Aymara-es, 
Pecoy, y Episcara near Huarocondo, hired other Native 
families to work at their haciendas and documented 
their adequate pay. In this process, they also played lead-
ing roles and exercised independent administration of 
their confraternities in this church while actively work-
ing to create their own cultural memory by depicting 
themselves as devout leaders in these retablos.32 These 
paintings serve as a stunning example of the intentional 
participation of Native donors to commission artworks 
and publicly present themselves for viewers to see them 
as supporters of specific devotions in their communi-
ty. By shedding light on the multiple voices creating 
and viewing art during the colonial period that are not 
European, it is possible to highlight the contributions of 
these Indigenous artists and communities, who played 
an active role in image production and interpretation, 
and still play an active role today in maintaining thriving 
cultural pride and historical memory. 

This study of non-European interpretations of 
viceregal images reveals how patrons were re-thinking 
traditional historical narratives in seventeenth-century 

32  For the register of Indigenous hacendados and the careful doc-
umentation of their pay to Indigenous workers on their haciendas in 
the vicinity of Huarocondo, see: Archivo General de la Nacion, Lima, 
Fondo Real Junta de Temporalidades (C13), Legajo 353, Expediente 13, 
19, y 28.

painting in the Sacred Valley. It is therefore possible to 
shed light on the complexity of colonial images that of-
ten did not represent a linear scheme of history, severing 
Andean history into pre- and post-conquest periods. 
Native artists and communities used strategies to con-
tinue their cultural practices in colonial contexts. These 
subjects that artists painted claimed a place for them-

Figure 11. Detail, Our Lady of Montserrat Church, Chinchero, in Fran-
cisco Chivantito, Our Lady of Montserrat, 1693, oil on canvas, 9 ft x 13 
ft (3 x 4 m). Our Lady of Montserrat Church, Chinchero, Peru (Photo 
provided by Daniel Giannoni)

Figure 10. Francisco Chivantito, Our Lady of Montserrat, 1693, oil on canvas, 9 ft x 13 ft (3 x 4 m). Our Lady of Montserrat Church, Chinchero, 
Peru (Photo provided by Daniel Giannoni)
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selves in their art and architecture, as this case study at 
Huarocondo shows. By elevating regional arts and their 
localized iconographies with a closer look at the role of 
Indigenous donors in the formation of colonial art, we 
can uncover the dynamic contributions of local artists 
and Native Inca patrons within this highly contested 
period of art history. 
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