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CORRECTIONS

Page 17, column 2, line 7:
For monumentality
read the monumental.

Page 25, column 1, line 3:
For of read or.

Page 25, column 2, line 30:
For jewerly read jewelry.

Page 37, line &
For an read on.

Page 67, column 2, line 6 (from bottom):
For sixteen read sixteenth.

Page 68, column 2, line 1:
For many win read win many.

Page 70, column 2, line 7 (from bottom):
For If, read If it.

Page 92, line 1:
For Camerin read Camarin,
For oent read cent.

Page 104, line 4:
For Comosptela read Compostela.

Page 105, line 1:
For Catheral read Cathedral.

120, line 2
For Mexicen read Mexican.
For artifices read artisans.

ge 124, line 3:

Page

Page

Page

Page

Page

Page

Page

Page

For are read is.

131, line 3:

For missing word near end of line read ware.
133, line 1:

For (a) read 101. For (b) read 100.

136, line 2:

For objet read object.

138, column 1, line 36:
For Orozo read Orezco.
Line 3 (from bottom). For prowerful read powerful.

140, column 2, line 13 (from bottom):
For middly read mildly.
Line 7 (from bottom): for carcers read careers.

155, line 2:

For reflecting read reflect.
164, line 2:

For Siquerios read Siqueiros.

176, line 1:
For Clamente read Clemente.
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FOREWORD OF THE MEXICAN

DEPARTMENT OF FOREIGN AFFAIRS

Nothing does more to strengthen the bonds be-
tween peoples than the mutual understanding and
appreciation of their spiritual values; and there is
no clearer exponent of the human spirit than art
in its diverse manifestations. Conscicus of this, the
Museum of Modern Art is carrying on an effective
and invaluable labor of culture, friendship, and
better international relations.

The Museumn of Modern Art of New York, in-
spired by the noble purpose guiding its work, has
offered the Government of Mexico its cooperation
for the present exhibition, the object of which is
to give a complete and balanced picture of our
art, from pre-Spanish times up to the latest schools
of painting. The exhibition iz divided into four
sections: pre-Spanish, Colonial, Folk, and Modern.

The importance of this effort
edge of the

o spread knowl-

rich artistic tradition of

Mexico

is unquestionable. Such an effort will doubtless
constitute an effective means of bringing about a
better understanding of our lile, both past and pres-
ent. When the people of the United States in gener-
al, like those who are privileged to enjoy this
exhibition, know us better, they will possess a fairer
and more enlightened judgment of the cultural and
artistic evolution of our country.

For this reason the Mexican Department of For-
eign Affairs, which made the arrangements be-
tween the Government of Mexico and the Museum
of Modern Art of New York, gave its most enthusias-
tic support to the task of realizing this exhibition;
for it believes that through this means o real con-
tribution is being made towards strengthening the
friendship that unites our two countries which, be-
cause they are neighbors, should know and appre-
ciate each other better.

PRELIMINAR DE LA SECRETARIA
DE RELACIONES EXTERIORES DE MEXICO

Nada acerca més a los pueblos que la mutua
comprensién espiritual, y no hay exponente mds
claro del espiritu que el arte en sus diversas ma-
Reconociéndolo asf, el Museo del
Arte Moderno de Nueva York realiza una efectiva
e inestimable labor de cultura, de amistad y de

nifestaciones.

estrechamiento de relaciones internacionales.

El Museo de Arte Moderno de Nueva York,
dentro de los plausibles propésitos que inspiran
su labor, ha brindade al Gobierno de México su
cooperacién para llevar a cabo esta exposicion,
en la que se trata de ofrecer un cuadro completo
y organizado de nuestro arte, desde las culturas
prehispénicas hasta las dltimas escuelas de pin-
tura, dividiéndola en cuatro secciones: arte pre-
hispénico, arte colonial, arte popular y arte mo-
derno.

La importancia de esta labor, por lo que hace
a difundir la rica tradicién artistica de México, es

innegable: ello constituirg, sin duda alguna, un
medic eficaz para lograr una mejor comprension
de nuestra vida espiritual, pasada y presente, y
al comprendernos y conocerncs mejor, tanto el
pueblo de los Estados Unidos como en general to-
das las personas que tengan oportunidad de ver
esta exposicién, podrdn lormarse un juicio mds
fundado y certero respecto de la evolucidn cultu-
ral y artistica de nuestro pais.

Es por eso que la Secrelaria de Relaciones
Exteriores de México, al intervenir en los arreglos
respectivos que se hicieron entre el Gobierno Me-
xicano y el Museo de Arte Moderno de Nueva
York, puso el mds entusiasta empeno para que
esta exposicién se llevara a cabo, en la confianza
de que por este medio se redaliza una positiva
labor de estrechamiento de la amistad que une
a los dos pueblos, que, precisamente por ser veci-
nos, deben conocerse y estimarse mejor.

Preliminar 10




FOREWORD OF THE MUSEUM

In presenting the exhibition of "Twenty Centu-
ries of Mexican Art,” the Mexican Government and
The Museum of Modern Art seek to provide the
American public an opportunity to study Mexico's
art of today against the background of its cultural
past. Nothing on so comprehensive a scale has
ever belore been attempted, and the Trustees of
the Museum of Modern Art wish to express their
gratitude to all those whose enthusiastic coopera-
tion has made this great exhibition possible and
especially to the people of Mexico for their gener-
osity in permitting us to see so many of their mas-
terpieces.

The more thoughtful of us will not see the ox
hibition without provocative reflections about the
nature and value of our two civilizations, for Mex-
lcan culture, as expressed in its art, seems in
general to be more varied, more creative, and far
more deeply rooted among the people, than ours.
The Mexicans, of course, have one great advantage
over us. They have an incomparably richer artistic
past — two pasts, in fact — a European and a
native, both of which survive in mbdified form
today.

When the English and Duich colonized the
Atlantic coast in the early sixteen hundreds, they
found sparse and scattered tribes still living in
what was virtually the Stone Age. But when the
Spaniards conquered Mexico a hundred years be-
fore, they found civilizations which astounded them
as much by their complex organization and cul-
ture as by their fabulous wealth, elaborate art, and
magnificent architecture. We must admit, too, that
our early colonists, with all their courage, shrewd-
ness and piety, brought with them a culture which
was meagre artistically by comparison with thet
of the Spain which the conquistadors left behind
them. When we admire with a certain envy and
humility the art of modern Mexico, let us comfort
ourselves by remembering that its artistic heritage
15 the result of the conflict ond mingling of what
was at that time the greatest empire of Europe with
the most powerful empire of America

11 Foreword

OF MODERN ART

With the art of the pre-conquest Aztec domain
we are already fairly familiar, though in this exhi-
bition we see it with unprecedented richness, We
know something, too, of the art of imperial Spain,
especially its painters, El Greco, Veldzguez, and
Murillo. But of the colonial art born of these two
traditions we know comparatively little. Even such
an exhibition gs this can give us but a hint of the
incomparable variety and magnificence of the Mex-
ican barogque which, with its sumptuous palaces
and thousands of pelychromed and richly carved
churches, makes our own colonial art seem modest
indeed.

Mexico's War of Independence came some forty
years after ours, and during the turbulent period
of Iturbide, Santa Anna and Judrez, and the ensuing
long regime of Diaz, the official art of Mexico
seems bound to foreign tradition. But the creative
talent of the nation was kept alive in its popular
art — provincial portraits, retablos, lacquerware,
ceremonial masks, political caricature, etc. These
things provided an important stimulus to the
revival of the conscious national art which devel-
oped between 1914 and 1927 — the new creative
period which found its chief expression in the
mural paintings of Rivera, Orozco, and their col-
leagues, By 1925, rumors of the "Mexican Ren-
aissance” began to reach the United States and
within a decade Mexican mural painting had be-
come the most important foreign influence upon the
art of our country.

The Mexican artists were, many of them, men
of great culture and knowledge, familiar with the
art of the past and with the esoteric vanguard
movements of Paris. But with a common purpose
they left their studios to paint the walls of public
buildings with pictures of social, political, or his-
torical subjects which were both important and
immediately intelligible to the Mexican people.
Their triumph was incalculably stimulating to their
American fellow artists.

The social and political content expressed by
the Mexican mural painters was conspicucus, but

equally imporlant was their strong nationalism,




This they showed not only by the subject matter
of their paintings but also by their enthusiasm for
the ancient art of Aztecs and Mayas and for pop-
ular art. For it is in its folk art {to which a large
section of the exhibition is devoted) that the two
great traditions of Mexican cullure, the Indian and
the Spanish, are most completely harmonized in
marvelously varied, abundant, and esthetically sat-
isfying forms.

PRELIMINAR DEL MUSEO
DE ARTE MODERNO

Al presentar la exposicidn de "Veinte Siglos
de Arte Mexicanc', el Gobierno de Mé
Museo de Arte Moderno han ¢

xico y el
erido dar al pabli-
oportunidad para

cico de hoy dentro de
del México de ayer. Nada
intentado antes de tal magnitud, y los
del Museo de Arte Moderno desean ex-

presar su agradecimiento a todas aquellas perso-
nas cuya entusi

sta cooperacion hizo posible esta
exposicidén, y especialmente al pueblo mexicano
gue generosamente nos ha permitido contemplar
tantas cbras maestras suyas.

Esta exposicién no dejard de despertar en los
norteamericanos mds observadores interesantes re-
flexiones sobre el cardcter y la significacién de
nuestras dos civilizaciones, Comparada con la nues-
ira, la cultura mexicana, segin la expresa su arte,
parece ser, en general, mds variada, de mayor
fuerza creadora y mds cercana al espiritu del pue-
blo. Los mexicanos tienen sobre nosotros una gran
ventaja: un pasado artistico incomparablemente
mds rico, en realidad dos pasados —uno europeo
y otro indigena—, les cuales han sobrevivido con-
juntamente, con ciertas modificaciones, hasta nues-
tros dias.

An exhibition such as this can do little more
than introduce one to the nation’'s history and
culture. Seen in New York, much of the wvaried
art of Mexico will seem bizarre, amusing, pictur-
esque. But to those who know and love Mexico
its plastic forms are more than this: they are the
symbols of a way of life which still preserves that
gayety, serenity, and sense of human dignity which
the world needs.

Cuando, a principios del siglo XVI, ingleses
y holandeses colonizaron la costa del Atlantico
no enconiraron mds gue unas cuantas tribus dis-
persas que vivian casi en la edad de piedra. Pero
cien anos antes los espanoles, al conquistar Meé-
xico, habian hallado civilizaciones que los mara-
villaron por su avanzada organizacién y cultura,
por su riqueza fabulosa, por su arte refinado y
su soberbia arquitectura. Hay que reconocer tam-
bién que los primeros colonos norteamericanos,
denodados, sagaces y piadosos como eran, tra-
jeron consigo una cultura que, en lo artistico,
resultaba pobre comparada con la que trasplan-
tarcn de Espana los conguistadores. Y si, al ad-
mirar el arte del México actual, lo envidiamos con
cierto rendimiento, sirvanos de consuele el pensar
gue el patrimonio artistico de ese pais proviene
del encuentro y la fusién de lo que fué el imperio
mdas grande de Europa y el imperio més poderoso
de Ameérica.
Con el arte de los dominios aztecas antes de
la Conquista estamos bastante familiarizados, aun-
que en esta ocasién lo vemos representado con
una abundancia sin precedente. Algo sabemos tam-
bién del arte de la Espana imperial, sobre todo de
la pintura de El Greco, Veldzquez y Murillo. Pero

Preliminar 12




del arte colonial que nacié de estas dos tradicio-
nes sabemos relativamente poco, y aun una ex-
posicién tan importante como ésta, sélo puede
darnos UAa idea de la incomparable variedad vy
magnificencia del barroco mexicano que, con sus
soberbios palacios y sus millares de iglesias es
culpidas y policromadas, hace palidecer nuestro
modesto arte colonial.

La guerra de indepedencia de México sobrevi
no casi cuarenta afios después de la de Estados
Unidos, y durante la época turbulenta de Iturbide,
Santa Anna y Judrez y el dilatado gobierno de
Diaz, el arte oficial estuvo dominado por co-
rrientes extranjeras, Pero el talento creador del
pais se mantuvo vivo en el arte del pueblo, —re-
tratos de pintores de provincia, retablos, lacas,
mdscaras rituales, caricatura politicar, ete. Todo
esto fué un estimuloc para el renacimiento de un
arte de sentido nacional, que se desarrollé entre
1914 y 1927, nuevo perfodo creador cuya expresién
mas alta son las pinturas murales de Rivera, Oroz-
co y sus companeros. Por el 1925 llegan a los Es-
tados Unidos rumores de un 'renacimiento mexi-
cano” y en los diez afios siguientes la pintura mu-
ral mexicana es la influencia extranjera preponde-
rante en el arte de los Estados Unidos,

Muchos de los artistas mexicanos tenian gran
cultura y estaban bien enterados del arte del pa-

13 Preliminar

sado y de los esotéricos movimientos de las van-
guardias de Paris; pero, movidos por un propésito
comin, abandonaron sus talleres para llenar los
muros de los edificios ptblicos con pinturas de
temas sociales, politicos e histéricos, a la vez tras-
cendentales y fdcilmente comprensibles para el pue-
blo mexicano. Y su triunfo fué de incalculables con-
secuencias para sus colegas de los Estados Unidos.

El mensaje politico-social de los pintores mu-
rales era importante, pero no lo era menos su in-

tenso nacionalismo, revelado tanto por los temas
de sus pinturas, cuanto por su nueva devocién
hacia las obras de los aztecas y mayas y hacia el
arte del pueblo. En el arte popular, representado
ampliomente en nuestra exposicién, se funden ple-
namente las dos grandes tradiciones de la cultura
mexicana, la indigena y la espanola, en formas
estéticas notables por su calidad y rigueza

Una exposicién como ésta no puede mds que
ponernos en estrecho contacto con la historia ¥
la cultura de una nacién. Desde Nueva York, gran
parte del arte mexicano podrd parecer extrano,
curioso o pintoresco; pero para quienes conocen
y aman a Mexico, sus formas plésticas significan
algo mds: son los simbolos de un modo de exis-
tencia que todavia conserva esa alegria, esa se-
renidad y ese sentido de dignidad humana que
tanto necesita el mundo.




For the first time in the history of art exhibiticns.
there has now been brought together in one build-
ing an authoritative and systematic collection of
Mexican art, from the archaic cultures to the most
recent schools of painting. The exhibition is divided
into four sections. The first, pre-Spanish art, has been
assembled by Dr. Alfonso Caso, internationally-
known authority on Mexican archaeology and Di-
rector of the National Institute of Anthropology and
History. The second, art of the colonial period, has
been entrusted to Prof. Manuel Toussaint, Director
of the Institute of Esthetic Research of the National
University, @ man of unsurpassed knowledge in
the field. The third section is devoted to folk art,
and has been organized by the distinguished paint-
er, Roberto Montenegro, former director of the first
museum of popular art founded in Mexico (1934).

he fourth section, modern art, has been arranged

by Miguel Covarrubias, famous caricaturist and
painter, who has understood so well the restless-
ness of our time.

The Place of Mexico in Art History. Until recent-
ly, it would not have been possible to understand
the whole course of Mexican art, from the Olmec fig-
urines to the creations of Orozco. Pre-Spanish art
seemed alien to the esthetic traditions dominent in
Europe until the end of the nineteenth century.
Mexican colonial art employs certain original ele-
ments that were appreciated only alter the recent
revaluation of baroque. The reason that our con-
temporary art takes its place so naturally in the
progressive movements which are broadening the
scope of modern painting is perhaps because it

INTRODUCTION

L'art mexicain se rapproche de plus en
plus de nous au point de determiner dans
nos recherches des

courants essentiels

Elie Faure

has contributed to the shaping of those movements,
Trends of taste in recent years have been concerned
with qualities that go beyond that curiosity about
the visible world which has been one of the preoccu-
pations of European art. In the plastic arts, Europe
is now considered to be only one of the provinces
of the world. China and Egypt have become other
such provinces, and when Prof. Frobenius discov-
ered the wonderful heads of the Sudan, East Afri-
ca, too, entered the geography of art.

The ancient civilizations of America had been
the subjects of important archaeological research
in the early twentieth century, and soon began to
arouse esthetic interest as well. They were given
their place in the handbooks and histories of art,
and their importance was recognized by The Mu-
seum of Modern Art in New York in its exhibition
of "Aztec, Incan, and Mayan Art” in 1933, The
Palace of Fine Arts in Mexico City organized an
exhibit of ancient Mexican sculpture in 1934, Mex-
ican baroque has recently provided a new chapter
in the history of architecture and sculpture. The
great mural painting of today has attracted world-
wide attention, and thus Mexico has become es-
tablished as another of the major artistic provinces
of the world.

Pre-Spanish Sculpture. Pre-Spanish history is
riddled with lacunae. All that can be stated with
cerfainty is that, quite independent of any European
or Oriental influence, peoples speaking different
languages and at various stages of cultural develop-
ment gradually created a civilization in Mexico
which, by the tenth century, already knew the use
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of certain metals. This civilization has left us tem-
ples, palaces, tombs, ball-courts, images of its gods,
ritual masks and funeral urns, mural painting and
codices, jewelry and personal ornaments, pottery
for household and religious uses, weapons, and
primitive tools. All thece do not belong to the same
epoch, style, or culture, but together they form a
rich and varied aggregation which is, nevertheless,
homogeneous and comparable to Chinese art of
the two thousand years [rom Confucius to the Ming
Dynasty.

Pre-Spanich art in Mexico served a religious
function. It was not content to copy the external
world, whose visible forms were for it no more than
an outward testimony of great inner forces. It
created original compositions, using real elements
with an almost musical freedom. It is not a crude
art; they are mistaken who see in its bold simplifi-
cations or wayward conceptions an inability to
overcome technical difficulties. The ancient Mex-
ican artist was deliberate and skillful, and, though
never led by a merely descriptive aim, he often
lingered over his subjects with realistic and minutely
observant pleasure. One marvels at his plastic feel-
ing and at his powers of decorative composition.

The Mayas achieved in sculpture a placid and
austere beauty of proportion and a sensitiveness
in modeling which has rarely been surpassed. *
The works of the Totonacs reveal a people of keen
sensibility and varied means of expression. Their
grace and franquil, formal beauty, their plastic
thythm and interpretation of psychological values
place their makers among the creators of purest art.
Aztec works rival the sober and vigorous solidity
ol great Egyptian sculpture, which they surpass in
human intensity. The colossal statue of Coatlicue
(Pl. 12.) shows that equilibrium between a maximum
richness of detail and an assertion of plastic struc-
ture which, centuries later, is again to be found in
the Mexican barogue.

In its finest works, Mexican sculpture equals
the masterpieces of any other pericd. The plastic
feeling of these mysterious people led them to
solutions that are surprising in their modernity.
There are Tarascan statuettes that anticipate the
essential and drastic simplicity of Brancusi, and
Totonac masks that recall the poignant mortality
which haunted Lehmbruck. The reclining figure of
Chac-mool (Pl. 28.) seems to forecast the lines
of "The Mountains” by the English sculptor, Henry
Moore, The ancient Mexican tried sculptural carica-

lure aiso, and even sought to reproduce color
i

Roger Fry, The Arts of Painting and Sculpture.
London, 1932,
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effects plastically, as in the jaguar's spots of Plate 18
These peoples have left us, as Roger Fry affirms,
"more masterpieces of pure sculpture than the
whole of Mesopotamia, or than the majority of
modern European civilizations.”

Mexican Baroque. Alter the Conguest, the In-
dian worked under the direction of the Spaniard.
In cutting stone he instinctively sought simplifi-
cation of form, indulged in rich decorative composi-
tions. When, as building increased, the indigenous
artist was given greater freedom, the classic archi-
tectural orders, for example, began to lose their
purity. There appeared, either rudely or subtly, o
distortion of traditional forms, and they became the
vocabulary of a new kind of expression. For
example, though imitating the facade of San Agus-
tin Acolman, so European in its architectural char-
acter, the designer of the church of Yuriria seems,
in the branch-like patterns of the upper part of the
tacade, 1o have conceived of his columns as irees.

The plateresque style, banished from Spain by
the herrerian vogue, enjoyed leng life in the Col-
ony. Later, at the beginning of the seventeenth
century, there appear together the first re-assertion
of the Mexican spirit and the lirs elements of the
baroque style. Culminating in Mexican churriguer-
esque, the baroque gave full satisfaction to the
new Indian-Spanish race, both to the common
people and to genteel colonial society. Mexican
baroque responded naturally to the innate sensibil-
ities of both conquerors and conquered. Both
found in it a suitable means of expression for their
lively and original spirit, for their vigorous feeling
for form, for their love of decoration, for their natu-
rally refined taste, for their religious understand-
ing which demanded incarnation in esthetic symbols,
and even lor their extravagance. Hence the designs
for facades and altarpieces occasionally sent from
Spain had to reckon with these special tastes of
the Colony.

An ability to compose with richly complicated
forms is shown in the more extreme expressions of
the Mexican baroque. Church lacades, altarpieces
and the decoration of interiors reveal in their exu-
berance of carving, gilding, and accents of color a
perfect idiom for the new Mexican spirit. But over
this rich profusion, a coherent order presides,
though not always as clear and delicate as in the
facade of Tepozotlén,

In the climax of this style, often called Mexican
churrigueresque, the Mexico of the colonial cen-
turies found its most complete and original esthetic
expression. It was, as pre-Spanish sculpture had
been before and as modern mural painting was
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BRRE-SPANISH ART

To a public educated in European ideals of art,
any esthetic manifestations not related to them
may easily provoke a strong reaction because of
their strangeness. However, if this impression, which
may at first be frankly hostile, or perhaps merely
disconcerting, is repeated and strengthened by
contact with other works in similar style, it can
engender a new kind of plastic understanding.

Thus, when we are confronted with a whole culture
and style entirely independent of any Asiatic or
European_influence, as with the aboriginal art of
America, we may see it as a new revelation, and
everyone may experience, now in the twentieth
century, an artistic discovery of America.

For this reason, we believe that this exhibition
of pre-Spanish art in New York ought to give a
new vision to the public, above all to the artists of
the United States; we hope it may be translated
into works of modern American art rooted in the
older art of our own continent. Of course we do not
urge the servile copying of the works of art ex-
hibited, or that motives be integrally adopted by
modern artists; but there is something in each
esthelic perception which remains after the object
that has produced it has been forgotten, something
which remains as a subconscious stimulant to the
imagination of the artist, something which may
motivate inspiration. It is in this sense we hope that
the exhibition of pre-Spanish art may prove fruitful
to the public and to the artists of the United States.

Mexico, because of its geographical situation
between the two great continental areas of North
and South America, forms a point of union, not
only geographically but culturally; this is apparent
even in the beginning of its culture. The more we
advance in the study of aboriginal history, the
more important appears the role of the continental
isthmus region, beginning in Mexico and including
Central America, as the obligatory corridor through
which the cultural movements have had to pass
from south to north, or vice versa. Moreover, this

Central American region is the home of a series of

important cultures which exercised a powerful in-

23 Pre-Spanish Art

fluence on the centers of sedentary culture in the
United States, and also on the barbaric tribes that

wandered over the plains; to them must have come
the almost legendary accounts of the existence of
large cities abounding in food, rich in jewels,
dazzling in the magnificence of their buildin !
redoubtable in the power of their innumerable

warriors.

Certain parts of Mexico were obviously con-
nected from very remote times with the indigenous
culture of the southwestern part of the United
States, and of the region of the Mound-builders. *
Likewise it is certain that the Central American
region was influenced from the south: there is, for
example, no doubt that the art of smelling and
working metals was introduced from the regions
of South America.

Thus, Mexico is not only the obligatory passage-
way between the cultures of the north and of the
south, but at the same time is a great center of
culture in the pre-Spanish epoch; for this reason it
has a leading role in the study of aboriginal art

Ot the two great cultural sources in America,
one in the Andes and the other in Mexico and
Central America, we have not yet been able to
decide which is the first in point of time. Neither
the investigations of archaeolegists nor those of bot-
anists have been able to determine which of these
two regions first discovered agriculture, a mat-
ter of great impertance, for the cultivation of corn is
the basis of the development of all the great civi-
lizations of the Americas. Undoubtedly there ex-
isted some very ancient connection between these
two great cultural centers, but we have not yet
been able to find how and when it first occurred
But from the artistic viewpoint, there is a relation-
ship, indefinable, perhaps, but very real, between

Peru and Mexico, which makes it possible to con-

sider all inter-tropical America as one ‘“artistic
province.”

* i)

See G. C. Vaillant, "Some Resemblances in the Ce-
ramics of Central and North America.” Medaillon Papers,
No. 12. Gila Pueblo, Globe, Arizonc, 1932,




When we speak of pre-Spanish art in Mexico,
it must not be forgotten that we include at least
twenty centuries and that within this period there
necessarily exist many styles that correspond to
different periods in many different cultures. It would
be false, for example, to consider pre-Spanish art

in Mexico as only the art of the Aztecs or Mayas.
This popular conception is as erroneous as would
be the idea that all Mediterranean and Eurcopecn

art is represented by that of the French or En

in the eighteenth century. Aztecs and Mayas v
the most important tribes that the Spaniards found
at the time of the Conguest, but not even then were
they the only great peoples in Mexico, nor did they
represent an entirely original art and culture with-
out antecedents, especially if we consider not only
qinatl art at the time of the discovery of

back to a past so distant

America, but alsc ¢
that it cannot yet be fixed in time.

Cultural Horizons. The question of Amer-
ican chronology is a difficult one, so much so that
archaeclogists speak of what have been called
“eultural horizons'' rather than of epochs. There is
unquestionably a prehistoric horizon to which be-
long the Folsom arrowheads and other finds of
stone implements in the United States. These finds
have demonstrated that the American man was
contemporaneous with founa now extinet. It has
not been possible to extend this first prehistoric
horizon to Mexico, although the great guantity of
finds in the southern part of the United States
makes it very likely that prehistoric man existed
also in Mexico.

Theoretically there should come a second hor-
izon which would be characterized by the cultiva-
ion of certain plants; principally corn, and by the
invention of pottery. In the southwestern part of
the United States there have been found cultures
without pottery or with pottery so crudely made

ive ', But

that it can properly be considered as 'primi
in Mexico it has not been possible to find this
primitive pottery, and it also seems very improb-
able that the cultivation of corn was begun in the
southwest of the United States among the tribes
that are known as Basket-Makers. Consequently it
has not been pcssible to locate in Mexico the
second cultural horizon, the cultivation of corn and
the invention of pottery. All explorations made in
the Central American region have revealed a cul-
ture so developed that it cannot possibly be called
“primitive". The origin of this culture is a problem

still to be sclved.

The third cultural horizon is characteristic of
Mezxico and Central America and is distinguished
by the invention of writing and above all by the use
of a ritual calendar called “tonalpohualll” ameng
the Mexicans. All the pre-Spanish objects in this
: horizen or to the following

iibition belc

one

Lastly, the most important cultural feature

the fourth herizon is the introduc-
>f metals, which without doubt com-

menced a few centuries before the Conguest,

characlerizing

tion af the use

~eak of these cultural horizons, we

When we

do not mean y to indicate an identity of
culture in all the fribes of Mexico and Central
America; nor do we mean to say that knowledge

of pottery-making, of the calendar, or of metals has

been con

mporanecus in all this geographical
zone. On the contrary, many cultures, doubtless

related but still independent, flourished in this vast

zone and evolved different

styles which, thanks to

orations, can now be placed in

ical order, although in many

more or less chrono

es we cannol vet translate this chronclogy into

of our own calendar.
Archaic Cultures. In Mexico we can speak
stage of archaic cultures, of which we do

of o first

not yet know even the name, which are found from
El Salvador (Central America) to the Huasteca
region of Veracruz, always in the deepest, i.e., the
oldest, cultural strata. Nothing proves that these
crchaic cultures are contemperary with one an-
other. It is difficull to indicate stylistic features
common to all of them, but already in this first
period, irem Guatemala to Mexico, jade is carved
fo represent the human figure in a style called
Olmec.

The second period consists of certain cultures,
still nameless, which we call pre-Mayan, in Gua-
temala and southeastern Mexico, and Monte Albdn
I[I, in the State of Oaxaca. This culture shows a
strong influence from farther south and is charac:
terized in pottery by certain features such as four-
legged vessels, a spool-shaped support, and also
by the use of fresco decoration. It does not appear
that this second cultural stage has reached farther
north than the State of Oaxaca and the southern
part of the State of Veracruz, but it is quite possible
that some of the primitive periods of the Teotihua-
cén culture ol central Mexico, to which we shall

refer later, may be contemporaneous with this pre-
Mayan culture of the south. An example of the
magnificent menner in which the potters of this
period represented the human form is shown by the
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sculpture from Monte Albdn (Pl. 32) in the exhibi-
lion.

Cultural Summit, After this pre-Mavan, of
Monte Albdn 11 period, there followed the most
flourishing epoch of Mexico and Central America
in the Valley of Mexico, the great city of Teotihuacdn
reached its maximum splendor. Monte Albdn in
Oaxaca, and El Tajin in Veracruz, were important
centers of culture whose influence was felt in vast
zones. In southeastern Mexico and northern Central
America, the great Mayan culture of the "Old
Empire” period reached the greatest heights of all
American Indian culture.

S0 in the entire Mexican and Central American
zone, probably as o result of the

which

einpires or confederations of ies
centuries, o state of peace was created. This
tered a higher economic development reflected in
the building of great cities, in the dedication of
sculptured monuments, and in the formation of a
complex religious and burial ritual,

We cannct yet say whether this state of pros-
perity ended because of the failure of the soil 1o
produce enough for a large population, or because
of civil strife among rival empires or confederated
cities. Their fall may have been brought about by
the invasions of barbarians from the plains of the
north or from the tropical forests of the south, There
is no doubt, however, that everywhere a period of
decadence set in. And in comparison with the former
splendors, the legendary empire of the Toltecs of
Tula (central Mexico) and the civilization
arose in Chichén Itzd (Yucatén) are inferior to the
older cultures.

which

Nevertheless, the period of Central Mexican
influence on the Mayas of Yucatdn, as well as upon
the Toltec empire in the Valley of Mexico, are still
manifestations of a great cultural vigor; but new
hordes of savage hunters constantly poured down
from the north, weakening the strength of the em-
pire and causing here, as in the period of the bar-
barion invasions in the Old World, a decline of
civilization,

Aztecs. Among these barbarian hunters there
came a small and apparently unimportant group,
but so energetic that it was destined to perform
great things — the Aztecs. In less than two centuries
Irom the time when they founded their capital, Te-
nochtitlén (now Mexico City), in 1324, until they suc-

umbed to the Spaniards in 1521, they transformed
lhemselves from a small nomadic tribe into the great
and dominating power which the Spaniards found
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and chiefiains tremble
cf Mexico to the Pacific OL_,E\Q‘

The art of the Aztecs is undoubtedly
and influenced by the art of the Toltecs, (3
inuacanos and the other tribes that had preceded
them in the Valley of Mexico, but their energetic

— a power that made kings

from the Guli

and combative nature made them i

earlier cosmogoenic conceptions o vi
the older and more refined cultures.
The Aztec stam

the horror of death on all of

his creations. Warrior of a cn

el god who demand-

ed the blood of his victims in order to live, he
perceived with particular clarity the eternal tragedy
of the world in which life is rooted in death. This
fatal truth is represented with such vigor, for ex
ample, in the superb statue of Coatlicue (Pl 12),
that one cannot find another work of art expressing
it more brutally or grandly.

Zapotecs and Mixtecs. In the Valley of Oaxaca
the struggle between the Mixtecs, whose culture is

related to that of the Valley of Mexico, and the Za-
potecs, who were culturally connected with the
south, was carried on during several centuries. The
Conguest found these fribes still engaged in their
age-old struggle.

ed to establish a stylistic difference

If we desi
between the Mixtecs and Zapotecs, we would say
that the former achieved a refined and exquisite
culture to be seen in everything they made: geld
jewerly, sculptures in wood and bone, historic
codices and polychrome pottery; while the Zopo-
tecs, in contrast, may be characterized as g:‘eai
builders. The cities of Monte Albdn and Mitla show
the originality of thei nceptions and their science

in execution. Preoccupation with an after-life is

perhaps more constant in the Zapotecs than in any
other tribe in America: it is revealed in the innum-
erable mortuary constructions, some of them, such
as those of Mitla, so sumptuous that they are with-
out rival on the entire Con‘.ment

Mayas,

last phase is :

the Maya zone, the decadent culture

vn by the art found by the

paniagrds when the gan the conguest of Yuca-

tén. The golden age o{ the Old Empire, the Mayan

renaissance, and the period of Toltee influence had
already passed, and these later Mayas were incap-
able even of dreaming of great architectural and
sculptural accomplishments.

Other Cultures. In this brief review of the
indigenous nations of Mexico, there must be men
tioned, though only L‘u‘. name, other pecples having

great artistic qualities: the Huastecs and the Toto

nacs of Veracruz, more :s.L:il;:'_.;‘ than any others in




cdrving basalt end other hard stones; those whom
we call Tarascans, in the Pacific States of Michoa-
cén. Colima, and Nayarit, who preserved a lively
influence from the "a culture and who at-
tained in their clay sculpture a caricaturish natur-

~haic”

alism and an expressiveness of unexcelled sim-
plicity and purity, Unfortunately, we cannot yet
place these tribes even in such a general chronol-
ogy as
major groups

which we have indicated for the

We call

Totonac, and Tarascan, because they were found

that
these objecis Huastecan,
in areas occupied by these nations when the
Spaniards arrived, but the objects are not all con
temporaneous with the same culture; and it is very
probable that we aitribute to the Totonacs things
which were made many hundreds of years before
that tribe established itself in the central part of
the State of Veracruz.

Spirit of Pre-Spanish Art.

in spite of the multitude of cultures and the immense

Can we determine,

chronological span of its artistic manifestations,
a fundamental characteristic of pre-Spanish art? In
my opinion, yes. There are certain ideas which form

the basis of all Mexican artistic styles; ideas that

become stronger as the cultures themselves acquire
power and which later, in the periods ol decadence,
remain like the empty framework of what was once
a splendid edifice. The foremost of these ideas,
which may be considered the central motive of
pre-Spanish art, is its strong religious and even
hieratic nature. Even in the arts which are most
humble and most closely related to daily life, even
in the decorative motives of pottery, we find this
religious ideal so characteristic of the Mexican In-
dian.

A second idea, which may also be considered
fundamental, is the naturalistic development of sep-
arate details, although the whole may be a purely
imaginary conception. Minute observation is re-
vealed in the work of art with an exactitude al-
most photographic; the whole work, however, does
not represent a real being but an idea, a product of
fantasy, a being that lives only in the unreal world
of myth

Finally, a third idea which has already been
transforming each
into a decorative motive. Mexican art is a decora-
tive art whose fundamental mode of expression is
rhythmic repetition; hence the need for symmetry
and the desire to cover with decoration all avail-

suggested consists in motive

able space without leaving any large plain sur-
faces.

When art is in full maturity in an indigenous
these ideas are
animated by the vigorous inspiration of the artist,

Mexican culture, fundamental
and what may be excessive in them is attenucated;
but in the periods of decadence, these fundamental
motives appear as a fleshless skeleton; the religious
feeling becomes hieratic; the realism of detail is
exaggerated until it obscures the basic idea; and
the desire to fill up empty spaces makes the work
appear over-loaded and over-rich in style,

These same characteristics of pre-Spanish Mexi-
can art we can find later in Colonial art and in
folk art, although, of course, modilied by the im-
portation of European ideals. In the exhibition be-
ing held in this museum, the observant public will
note that Mexican art is not just a name given to
art which happens to come from one part of the
world, but that there is a unity, an inspiration, a
style which is truly Mexican,

ALFONSO CASO

ARTE PREHISPANICO

Para un piblico educade dentro de las con
cepciones del arte eurcpec, teda manifestaciéon es

lética que no esté relacienada de algun modo con

dicho arte tendra que provocar, por su misma
exitrafeza, una reaccién, Esta impresion, gue en
un principio puede ser {rancamente hostil, o bien
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= sélo desconcertante, si se repite y tiene oportuni-
P- dad de reforzarse con nuevas impresiones produ-
ly cidas por objetos que guarden una comunidad de
= estilo, engendrard un modo nuevo de entender
al- plasticamente el mundo. Pero si, como sucede con
es

las artes aborigenes de América, se estd en pre-
sencia de una cultura y un estilo absolutamente
independientes de cualquier influencia del mundo

asiatico o europeo, para un piiblico inteligente v

rld

en cultivado la visién de este arte tiene que ser como
ve una nueva revelacién y cada quien podra realizar,
ra- en pleno siglo XX, el descubrimiento artistico de
is América,
try Por esta razén creemos que la exposicién de
1il- arte precortesiano, dard al publico de Nueva York
ur- Y particularmente o los sdernos artistas norte
americanos, una vision nuevda gque esperdmos se
us traduzca en obras de arte norteamericanas, pero
ire inspiradas en las raices mismas del arle de este
ist, Continente, Claro estd que no pretendemos ni de-
ed; seamos la reproduccién servil de obras de arte

tal que se exhiben, ni siquiera que sus motivos

us integramente a las concepciones de los
is pero hay algo en toda percepcién e

permanece después que se ha oclvidado por o

1i1
pleto el objeto que la produje, algo que queda

como un excitante subconsciente de la imagingcion

37‘_1' del artista, algo, en fin, que podemos llamar un
. $5 motivo de inspiracién, Es en este sentido en el que
s ésperamos que la exposicion de arte

brlzl—l sea fructifera para el publico y los artist

.wilo Estados Unidos de América.

the México, por su situacién geogrdfica entre los
% dos grandes macizos continentales del norte ¥

sur, forma un pu

nte de unién no sélo geogrdfica,
sino culturalmente, que se deja sentir ya desde las
) primeras manifestacion

Ine ayanzdimnos 1o

de su civilizacién. Confor-

en el estudio de la historia abo
rigen, mas importante nos parece el papel que ha

tenide la regién istmica del Continente — que se

nicia en México y comprende toda la América Cen-

tral—, como el corredor obligatorio por el que han
tenide que pasar las corrientes culturales del sur

al norte o en sentido inve Pero hay mdés, e

region centroamericana es la cuna de una serie
de culturas que tuvieron un alto valor v que

cleron una poderosa influencia entre

bién entre los pueblos bdrbaros que rece las
sma eslepas, y a los que debe haber llegade la noticia
. en casi legendaria, de la existencia de grandes c
bien dades abundantes en viveres, ricas en j P |
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lumbrantes por la magnificencia de sus edificios
y temibles por la fuerza de sus innumerables gue-
rrercs,

Ciertas partes de México estuvieron

mente conec

desde épocas muy remotas
las cult Esla
Unidos

1
en lda

s de]l suroes

on las culturas que floreciersn
-~ ¥

JdImnericana re 1X3-

segurc gue la jiGn ci

el arte de fundir

fluenci

> fué

giones de Sudaméri

» el lugar de trdnsito

ma, México es

entre las culturas del norte y del sur del

vVezZ es un gran centro

r de cultura en la época prehispdénica; por
eso tiene un papel de primer orden en el estudio
del arte abori

De los d

ten en Am

grand

que exis

uno en I regien anding '

en la regién mexicana y centroamericanc—,
podido ¢

llempo. Las mvestigaciones de

LIemy

cidir todavia cudl es el primero

argquedlogaos

y de los botanicos conjuntamente, han podideo
establecer en cudl de estas dos regiones se descu-

brio la agricultura, principalmente la agriculturg

2] desarrollo de lo-

s grandes civilizacic

itinente ame
ricano. Es indudable que exi

COnexion muy

antigua

yrandes cer

TGS

culturales,

centrar todavia en gqué

primeramenie esta co

1 artistico, con

sta cultural, hay

FEero muy reai

ung ' provincic
tropical.

Méxi

Cuando hab

sl clslel:
e 10 Qe

comprern

L®
locrzosamente dentro de este periode

multiplicidad de a la mul

idad de &

jempl

que Ccorrespor

Nada mds falso,

arte prehispanico

en México y de los

mayas, Este

ce

1no




resentado por el arte
XV Aztecas y meaydas
eran los pueblos mds importantes que encontraron

rrdneo y europeo estd rep
francés o inglés del siglo

los espanoles en el momento de la Conquista, pero

ni ain entonces eran los Gnicos que existian ni

representaban por si mismes una ct itira y un arte

originales y sin antecedentes. Con mds razén sl nos

referimos no sélo al drte aborigen en el momento

del descubrimiento de Ar

ICCI, 3ino glue oS re-

montamos a un pasado tan lejano que todavia no

tenemos ningun dato seguro pard situarlo en el

tiempo.

Horizontes culturales. La cueslién de la cro

nologla americanag es und dificil, a tal

punto que los arquedlogos lon mids bien que

de lo que se ha llamado “horizontes

Hay indudablemente en América un

de épocas,
culturales”
horizonte prehistérico al gue corresponden en los
Estados Unidos,
piedra, por ejemplo las puntas Fols
gos han demos strade que el ho"uorF- americano fue

los hallazgos de implementos de

om. Estos hallaz

contempordneo de una fauna act ualmente decapa-
recida. Este
podido ser extendido a México, aungque la gran
cantidad de hallazgos en el Estados
Unidos hace muy probable que el hombre prehis

primer horizonte prehistérico no ha

térico existiera en esta region.

Teéricamente vendria un segundo horizonte, que

1

estaria caracterizado por el cultive de ciertas plarn-

la invencion de
Unidos

sin cerdmica o con

tas, principalmente el maiz, y por
la cerdmica. En el surceste de los Estados
se han encontrado culturas
cerdmica tan toscamente hecha que puede consi-
derarse propiamente primitiva; pero en México esta
ceramica primitiva no ha podido ser encontrada ¥,
por ofra parte, parece muy poco probable que el
cultivo del mafz se haya iniciado en el surceste
de los Estados Unidos entre los pueblos que se
conocen con el nombre de Basket-Makers. En con-
secuencia, el sequndo horizonte cultural —cultivo
del maiz e invencién de la cerdmica— no se ha
podido loecalizar en México. Hasta ahora, en toda
las exploraciones que se hom hecho en la region
centroamericana se ha encontrado siempre und
cultura tan desarrollada gue no puede llamarse
de ningin modo primitiva. Fl origen de esta cul-
tura es todavia un problema por resolver.

E| tercer horizonte cultural es caracteristico de
México y Centroamérica y esté representado por la
invencién de la escritura y, sobre todo, por la uti-
lizacién de un calendario ritual llamado “tonalpo-

hualli” entre los mexicancs. Todos los objetos pre-

hispdnicos que se exhiben en la Exposicion perte-
necen a este horizonte o al siguiente.
Por iltimo, como el rasgo cultural mds impor-

horizonte en

gue caract

uso de

siglos antes de la Conqui

Cuando hablamos de estos horizontes cultura-

les, no queremos indicar con ello una identidad
s de México y Cen-
tampoco queremos decir

de cultura en todos los puebl

Hroaméried; que la utili

sacién de la cerdmica, del calendario o de los

metales haya sido contempordnea en toda esta

zona geogrdfica; por el contrario, multiples cultu-

ain duda relacionadas pero también indepen

dientes, florecen en esta vosta zona y crean diver-

sos estilos artisticos que las exploraciones drgqueo-

l6gicas han pedido situar ya dentro de un orden

cronolégico relative, aqun cuando en muchos casos
no I"c-d-:nnc- todavia traducir esta cronologia en
términcs de nuestro propio calendario.

Culturas arcaicas. Asi, en México, podemos

ho

de las gt

slar de una primera etapa de culturas “arcaicas’,

e no sabemos ni aun el nombre, y que se
encuentran desde El Salvader hasta la Huosteca
Veracruzana, siempre en los niveles culturales mas
profundos. Nada puede comprobar que estas cul-
turas “arcaicas” sean contempordneas entre si y
es muy dificil senalar rasgos artisticos o estilos co-
munes o todas ellas, pero, por lo menos desde
México hasta Guatemala, el uso del jade para la-
brar un tipo de figura humana en un estilo que se
conoce con el nombre de "olmeca’ se encuentra
ya en este primer periodo (ldms. 1 y 2).

El segundo pericdo lo constituyen clertas cul-
turas, todavia innominadas, que llamamos pre-
mayas en Guatemala y en el sureste de Mexico, y
designamos con el nombre de Monte Albdn II en
Qaxaca. Esta cultura muestra una fuerte influen-
cia del sur y estd caracterizada en la ceramica por
ciertos rasgos, como son el uso de cuatro sopories
en las vasijas, la decoracién "al fresco” y el uso
de un soporte de vasija en lorma de carrete, No
parece que esta segunda etapa cultural haya lle-
gado mds al norte de los Estados de QOaxaca y
sur de Veracruz, en México, por lo que es muy pro
bable que algunas de las épocas primitivas de la
cultura teotihuacana, a la que nos referimos en se-
guida, sean contempordneos de esta cultura pre-
maya. Un ejemplo de la magnifica forma en que los
alfareros de esta época representaban la figura
humana, lo constituye la escultura que encontra
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(]

mos en Monte Albdn y que ha sido trafda « lg
Exposicién (lédm. 22).

Apogeo culturczi I':SIJC"-"’JI’: de

1

u_uiento. En el val
Teotihuacén al

e de M-‘._-xmo, la gran c;uddd de

Nz su

maximo esplendor: en
Oaxaca, Monte Albdn, v, en Veracruz, el Tajin son
importantes centros

de cultura cuya influencia se

hace sentir en zonas; y en el sureste de

México v en el norte de

entroamérica la gran
cultura mava, en lo

ha llamado época del
Viejo Imperig, 0101111:{ el climax al que llegé la
cultura del indio amer

icano,
Es entonces cuando en tc

¥ centroamericana, probable

cuencia de la creacién de granc erios o bien

de confederacion

de ciudades, ¢
glos, se crea un estado de paz que

arrollo econémico antes

duraron si

no aleanzc
fleja en la ereccién de grandes
dedicacién de monun

que se re-

entos esculpi
boracién de un complejo ritual rel

No podemos tedavia decir si
prosp

que hizo ya impc

dad terminé por un agotamiento del suelo,

sible el .'z'mnferm;:ic-n!c de una po-
blacién numerosa y p
le hegemu..w entre los dwerr

Iras civiles

lucha por

Derios o por gue
5 entre las ciudades ccn[oder:rd as, La cai-
da de esos imperios

pudo también ser provocada
al menos en parte, por las invasiones de bdrbaros

que llegaron de las

tepas del norte o de las sel-
Pero es indudable que en

periodo de decadencia y
que, en comparacién con el antiguo es
egendario imperio de los toltecas de T

vas tropicales del sur,

todas partes se inicia

lendor, el
ila o la @l
vilizacién que provocaron en Chichén [tzé
rior a lo que ya existia,

Sin embe

ez infe-

go, tanio la época de influencia me-

¥lcana entre ioley

el valle de México,

un gran vigor cultural; pero nuevas hordas de ca-

1s como el imperio tolteca en
tedavia manilestaciones de

zadores salvajes se infiltraban constantemente por
el narte debilitando lo

del imperio y creando
aqui, como en el Viejo Mundo, la decadencia de la

civilizacién.

Los aztecas. Enire esos

S

cazadores bdrbar
venia un grupc pequefio y sin importancia, cero
lan enérgico que estaba llamado a desempefiar
grandes desti

Era el grupo > histéricamente

oo

de azteca. En menocs de
ital Tenoch

hasta que

des :i{* que fundaren su
actlmente Méxi
sucumbieron en ella al emy
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1521, se transfc

en el gran poder dominador que encontraron los

rmaron de pequena iribu némada,

10les v cuya fuerza hacia temblar a los reyes
Y caciques desde el Golfo de México hasta el
Océano Pacifico.

El arte azteca estd indudablemente ins
influido por el arte de los toltecas, los teotihug

canos y los otros pueblos que

habion precedido
en el dominio del valle de M:

leza enérgica y combativa les hizo imp

viejas creaciones cosmogénicas un aspecto tan vi-

ne encontramos en otras culturas m
viejas y refinadas.

Esta concepcién azteca plasma el ho

5 Creqacion

rror de lag
muerte en cada una de

8; guerreros al

servicio

vivir lo

de un dios cruel que exige para

sangre de sus victi

ciben c

N unda niti

especial la eferna troc JLdm del mundo en el que la
vida tiene gue arraigarse en la muerte,
cho fatal es rep

ntade con tal viger,

ia estatua de C itlicue

que no po enconirar otra obra

resado en una forma mds

la que |

rotunda
Zapotecos y mixtecos. En el valle
caca la lucha entre

de Oa-
gue lenian una
cultura relacionada con las mas recientes del va

lle de México, y los zapotecos, que estaban cultu

duran

S105 pue

blos todavia empefiados en sus luchas seculares

Si qu;sn{::-rmnc.:'-'. establecer una difere

tica entre los
los primercs
exqui.ﬁnlu

tructores. Las ciudades de M
dicen de su cuqmn,.d ad en
do de lc

ida es quizd

Ciencica en el ¢

ellas fan suntuc

gue no tienen rival

En




eran incapdaces de

des realizaciones arguitecionicas y escultéricas.

a breve revista de las

Otros pueblos. En e

ico hay que senalar, qun

naciones indigenas de Mé

cuando sélo sea per sus nombres, otros pueblos con

anifestaciones © huastecos y

grandes
los totonacas, de Veracruz, hdbiles cual ninguncs
alto y otras piedras duras; los
1|n

“ser‘mdo muy viva la influencia

en la escultura en !

acdén, Colima y Na-

que llagmamaos
yarit, que lum:cxra
' v que llegaron en sus es-

de las culturas "'c
culturas de barro a un naturalismo caricaturesco y

d si6n tan sencilla y simple que no puede

a expr

soraciadamente no podemos toda-

sor superada

via situar o estos 5 Al 51(1Lli0[’(:1 en un esgque-

e crc.".r.':".c_')-.'qico general como el indicado en es-

Llcmamos totonaces y ta-
"'.['!]C'.'"
nas, perque eran lo

Nuasiecos,

2 encuentran en esas o

que

que ccupaban esas naciones

cuando llegaron los espano pero indudablemen

contemporanecs ni per-

v hasta es muy pre-

I

o, atribuyamos a los totona-

chos mucl cientes de

1~

cnes o esa tribu la
rante media del Estado de
Espiritu del arte prehispénico. A pesar de la

multitud l

periodo cronolé-

culturas ‘,-‘ del enorme

ipodemos se-

1l a dicho ar

lecs

que forman

artisticos mexi-

cenforme las cu Itu

poderio y que mas tarae

el arma-

. cun er l"". artes mds
; con la vida diaria; en

. decoratives de la cerdmica en-

contramos ese ideal religioso que es tan caracteris-
tico del indio mexicano.
Una segunda ided, que también podemos consi-

derar fundamental, es la realizacién naturalista de

detalles, mientras gue el conjunto es puramente
imaginario y conceptual La observacién minuciosa

nresada en la obra de arte con una exac-

queda ex
titud casi

senta 1

'fTT'EI ICC‘I pero la cbra misma no repre-

ser, sino una idea, un producto de la fan-

tasfa, un ente que vive s6lo en el mundo irreal del

to.
Por tltimo
senalada, consiste en translormar cada motive, en

una tercera idea, gue ya ha sido

el arte mexicano es un

tive de decorac

scorative cuyo modo de expresion fundamen-
tal es la repeticién ritmica. De ahi la necesidad de

cubrir con deco-

netria, v, también, el deseo de
racién toro el espacio posible sin dejar grandes

superficies lisas.

Cuando en una cultura indigena mexicana el
arte estd en pleno vigor, estas ideas fundamenta-
quedan revestidas por la inspiracién vigorosa

artista v se atenta lo que hay en ellas de exce-
sivo; pero en las épocas de decadencia, estos mo-
tivos fundamentales aparecen come un esqueleto
religiosidad se vuelve

de los detalles se exagera hasta llegar a

descarnado; la hieratismo, el

reali

ocultar la idea fundamental, y el deseo de llenar

ce que la obra de arte aparezca sobre-

cargada v de un estilo excesivamente rico que pro-

20 de simplicidad.

nas caracteristicas del arte mexicanc

‘nico las encontramos después en el arte

y en el arte popular, aun cuando, por su-

modificadas ya por la importacién de los

europeocs. En la exposicién que se celebra

~ales

en este Museo, el ptblico atento podré notar que el
arte mexicano no es un simple nombre dado a las

manifestaciones artisticas que se han realizado en

una parte del mundo, sino que hay una unidad,

a inspiracién, un estilo que es propiamente me-

xicano.

ALFONSO CASO
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1 HEAD. Olmec (?). From Mexico City. Jade. 3 7/8 inches high. Both nose and mouth appear to be tattooed. Clmec
jade figures are characterized by the joint use of sculptural technique and engraved surface details,
CABEZA. Olmeca (?). Ciudad de México. Jade. Altura, 8.7 crmts. Alrededor de la nariz y de 1a boca aparenta tener
un fatuaje. Las figuras “olmecas” de jade se caracterizan por el empleo conjunto de la técnica escultérica y detalles
esgrafiados.
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2 SEATED MAN. Olmec (?). From State of Campeche. Jade. 8 1/2 inches high.
HOMERE SENTADQO. Olmeca (?). Campeche. Jade. Altura, 21.8 cmits.
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A. TIGER HEAD. Olmec (?). From La Mixteca, Qaxaca. Jade. 4x 4 15/16 inches. Worn

as ornamental breastplate.
CABEZA DE TIGRE. Olmeca (?). La Mixteca, QOaxaca. Jade. 10.2x 12.6 cmts

. Fue utilizado como adorno pectoral.
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3 SEATED FIGURE. Olmec (?). From El Tejar, Veracruz. Black and green stone. 5 9/16 inches high. Many Olmec

figures like this have a cavity in the top of the head.
FIGURA SEDENTE. Olmeca (?). El Tejar, Veracruz. Piedra verdinegra. Altura,
“olmecas' tienen en la parte superior de la cabeza un agujero o una hendidura.

14.1 cmts. Muchas de las figuras
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4 FEMALE FIGURE. Tarascan (?). From State of Colima. Brown earthenware, 11 1/8 inches high. This nude woman
with long hair is typical of the simplicity attained by the potters of the states of Colima and Michoacén in their
human representations.

FIGURA FEMENINA. Tarasca. Colima. Barro. Altura, 28.3 cmts. Ejemplo tipico de la sencillez alcanzada en la repre-
sentacién humana por los alfarercs de Colima y Michoacén.
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B. MALE FIGURE. Tarascan (?). From Nayarit, Mexico. Brown earthenware. 18 3/8 inches high. With polychrome
decoration.
FIGURA MASCULINA, Tarasca (7). Nayarit, México. Barro café. Altura, 46.7 cmts. Decoracién policroma.
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S FEMALE FIGURE. Tarascan (?). From Chupicuaro, Guanajuato. Brown earthenware. 9 1/16 inches high. The
decorations an the figure were probably painted or tattoved. The head and body are painted in red and polished.
FIGURA FEMENINA. Tarasca (7). Chupf

tatuada en el cuerpo y en la cara. El o

1aro, Guanajuato. Barro amarillo. Altura, 23 cmts. Decoracién pintada o
30 y la cabeza, pintados de color rojo muy brufiido.
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6 VESSEL. Tarascan (?). From State of Jalisco. Yellow polished earthenware. 16 5/16 inches high. Representing a 7
hunchback with heavy cane. The portrait is done in caricature.
VASIJA. Tarasca (?). Jalisco. Barro amarillo pulimentado. Altura, 41.5 emis. Representa un jorobado que camina
apoyandose en un gruesc bastén. Nétese el realismo caricaturesco de este personaje.
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8

7 TEMPLE OF QUETZALCOATL. At Teotihuacan, Mexico. Detail of the sculptures adorning the temple also known as
"La Ciudadela’" (The Citadel). Civilization Tectihuacén.

TEMPLO DE QUETZALCOATL. Teotihuacén, México. Detalle de las esculturas que adornan el edificio conocido
también con el nombre de "'La Ciudadela"’.
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FRESCO. Mayan, with Toltec influence. From the Temple of Chac-Mecl, Chichén-Itz4, Yucatdn. 14 5/16x 11 inches.
A warrior seated on a chair representing a jaguar. (Reprod. courtesy of Carnegie Institute, Washington, D. )

FRESCO. Maya, con influencia tolteca. Templo del Chac-Mool, Chichén Itza, Yucatan. 37 x 28 cmts. Representa un
guerrero sentado en una silla en forma de jaguar. (Reproduccién por cortesia del Carnegie Institute, Washington, D. C.)
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MASKS. Teotihuacén. (8) Marble. 7 1/2 inches high. (9) Green stone. 7 1/4 inches high. The bands on this mask
were filled with polychrome mosaics to represent the facial painting of a god. TeotihuacAn masks are characterized
by equal height and width.

MASCARAS TEOTIHUACANAS. Procedencia desconocida. La primera es de mérmol. 19x 19.3 cmts.; la sequnda
es de piedra verde. 18.5x 18.4 cmts. Las bandas que se ven en esta Gltima méscara, estuvieron llenas con placas que
formaban un mosaico, representando la pintura facial de un dios. Las méscaras teofihuacanas se caracterizan porgue

sus dimensiones méaximas, horizontal y vertical, son iguales.
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10 TEMPLE OF XOCHICALCO, Morelos. Decorated with motives of the “Plumed Serpent', representing the great
& cultural hero, Quetzalcoatl. (11) PLAQUE. Xochicalco. Jade. 4 3/16 inches high. Representing a person with a
11 headdress of serpents. This little fiqure bears a resemblance to the large figures between the undulations of the
serpents of Xochicalco.
TEMPLO DE XOCHICALCO, Morelos. Decorado con figuras de la “Serpiente Emplumada’, representacién del
gran héroe cultural Quetzalcoatl. La otra figura, de la misma civilizacién, es una placa de jade. Mide 10.7 cmts. de
altura y representa a un personaje tocado con un gran casco de serpientes, semejante a los que se encuentran entre
las ondulaciones de las serpientes en Xochicalco.
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12 COATLICUE. Aztec. From Mexico City. Andesite. 99 1/4 inches high. Large statue of the goddess of earth and death,
One of the most important monuments of native art in America, clearly showing fundamental characteristics of
Aztec art: mythical subject-matter and naturalism in detail. To understand the representation of this deity, one must
remember that the goddess of the earth is also the goddess of death and the mother of gods as well as of men.
COATLICUE. Civilizacién azteca. Ciudad de México. Andesita. Altura, 2.52 mis. Estatua colosal de la diosa de la
tierra y de la muerte. Uno de los monumentos més importantes del arte indigena de América y que con més vigor
muestra las caracterfsticas fundamentales del arte azteca, como son la representacion mitica y el naturalismo de los

detalles. Para entender bien la representacién de esta deidad, hay que considerar que la diosa de la tierra lo es
también de la muerte, y madre de los dioses y de los hombres.
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D. CODEX. Aztec. From Mexico City. Water-color on maguey paper.
Spanish codex called "The Tribute Roll.”

CODICE. Azteca. Ciudad de México. Pintado al agua scbre papel de maguey. 42x 29 cmts. Pagina del Codice

precortesiano llamado '"Matricula de Tributos''.

16 1/2x 11 3/8 inches. Page from the pre-
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E. VESSEL. Mixtec. From Oaxac
' symbolic motives.

wn earthenware. 3 15/16 inches high. A polychrome piece decorated with

VASIJA. Mixteca. Qaxaca, Barro café. Altura, 6.1 cmis.
bé

a pieza estd policromada y decorada con motivos sim-
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13 HEAD OF AN EAGLE KNIGHT. Aztec. From Mexico Cily. Andesite. 14 15/16 inches high. The Aztecs had two

designations for valiant men: Eagle Warriors and Tiger Warriors.

CABEZA DE CABALLERO AGUILA. Azteca. Ciudad de México, Andesita. Altura, 38 cmts. Los aztecas tenian dos
grados para designar a los valientes: los guerreros dguilas y los guerreros tigres.
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HEAD. Aztec. Origin unknown. Basalt, 12 3/16 inches high. This head represents a dead man and is typical of
human representation in Aztec art.

CABEZA. Azteca. Procedencia desconocida. Basalto. Altura, 31 cmts. Esta cabeza representa un hombre muerto y
es muestra caracteristica de la representacién de la figura humana en el arte azteca.
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F. BREASTPLATE. Mixtec. From Tomb No. 7, Monte Alban, Oaxaca. Gold. 4 5/16 inches high. Represents the God
of Death. Made by the “‘cire perdu'' process.
PECTORAL. Mixteco. Tumba ntimero 7, Monte Alb&n. Oro. Altura, 11 cmts. Representa al Dios de la Muerte.

El trabajo en oro estd hecho por el procedimiento de "cera perdida’’.
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15 CORN GODDESS. Aztec. Origin unknown. Basalt. 14 8/16 inches high. Called "Seven Serpent’ (ecalendrical
name). The goddess wears a headband on which flowers are represented, with twa ears of corn hanging at the
back. Her hieroglyphic name is carved on the shoulders.

DIOSA. Azteca. Procedencia desconocida. Altura, 37 cmts. Diosa del mafz, llamada ''Siete Serpiente’ (nombre
calendérico). Tocada con una venda en la gue se representan flores, y por dos mazorcas de mafz que caen hacia
atras. El nombre jeroglifico estd esculpide en la espalda.
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16 THE GOD TEZCATLIPOCA. Aztec. From Apapaxco, Churubusco, D. F. Basalt. 32 5/8 inches high. God of the
Might-sky and of Providence. Like all Aztec sculptures, this one was polychromed, and still retains some color.

DIOS TEZCATLIPOCA., Azteca. Apapaxco, Churubusco, D. F. Basalto. Altura, 83 cmts. Dios del Cielo Nocturno y de
la Providencia. La escultura, como todas las aztecas, estuvo policromada y alin se advierten resto de color en-ella.
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17 PUMA AND JAGUAR. Aztec. From Mexico City. Andesite. (17) 11 inches high. (18) 10 1/8 inches high. Neotice
& how the fur is carved, and the excarnation of the spinal column and the end of the tail. The jaguar’s spols are repre-
18 sented by small cavities.
PUMA Y JAGUAR. Aztecas. Ciudad de México. Andesita. Alturas, 83 y 26 cmis. Nétese la forma de esculpir el pelo
¥ que la espina dorsal y la punta de la cola se encuentran descarnadas. En el jaguar, las manchas estin represen-
tadas por las sombras que se producen en las concavidades.
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PYRAMID OF TENAYUCA. Tenayuca, Mexico. Aztec temple bordered with serpents. The model exhibited has
been lent by the American Museum of Natural History, New York.

PIRAMIDE DE TENAYUCA. México. Templo de la época azteca circundado por serpientes. La magueta exhibida
en la Exposicién, es cortesia del "American Museum of Natural History."
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21 (21) VESSEL. Aztec. From the Valley of Mexico. Brown earthenware. 12 inches high. Painted red with the designin
& black and highly polished. (22) INCENSE BURNER. Aztec. From Tenayuca. Gray earthenware. 3 5/8 inches high.
22 Painted red and polished. The feet represent eagles' heads.

(21) VASIJA. Azteca. Valle de México. Barro café. Altura, 29 cmts. Cubierta de hermoso bafio rojo muy brufiido
¥y decorada con grecas negras. (22) INCENSARIO. Tenayuca. Barro gris. Altura, 9.3 cmts. Pintado de rojo muy
brufiido. Los soportes representan cabezas de dquila.
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24

(23) VESSEL. Aztec. From Mexico City. Earthenware. 7 5/16 inches high. Skull-shaped receptacle covered with
stucco and fresco painting. (24) DRUM. Nahuan. From Malinalco, Mexico. Sapodilla wood. 34 3/4 inches high.
"Teponaztli'' or two-tone drum. Probably represents a lion.

(23) VASIJA. Azteca. Ciudad de México. Barro. Altura, 20 cmis. Vasija en forma de craneo esticada y pintada al

fresco. (24) TEPONAXTLI. Nahua. Malinalco, México. Madera de chico-zapote. 88.4 cmts. Teponextli o tambor de
dos sonides. Probablemente representa un lebn.
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25 (25) HUMAN FIGURE. Matlatzincan (?). From Calimaya, Mexico. Basalt. 15 3/4 inches high. (26) HUMAN FIGURE.
& Nahuan. Andesite. 16 1/8 inches high. A dead man, with arms on chest. Fine example of the realism attained by
26 the natives of Mexico.

| (25) FIGURA HUMANA. Matlatzinca (?). Calimaya, México. Basalto. Altura, 40 cmts. (26) FIGURA HUMANA. Nahua.
Andesita. 42 cmts. Representa un hombre muerto; los brazos cruzados en el pecho. Es un magnifico ejemplar del
realismo al que llegaron los antiguos mexicanos.

b

4 58 Pre-Spanish Art




27
&
28

THE CASTLE and THE RESTING GOD. Mayan. Chichén-ltzd, Yucatén. The Castl
monuments erected by the Toltecs in Yucatdn. It has Mayan features, but the architecture is influenced by that of
the Valley of Mexico. (28) Limestone. 42 1/8 inches high. The Resting God, usually called ''Chac-Mool”', is commion
not only in Yucatdn, but also in central and southern Mexico.

(27) EL CASTILLO, CHICHEN ITZA. Monumento notable que dejé la invasién Tolteca en Yucatén. Conserva rasgos
mayas, pero la arquitectura est4 influenciada por la del Valle de México. (28) DIOS RECOSTADO, vulgarmente

llamado Chac-Mool; muy comtin no sblo en Yucatan sino en todo el centro y sur de México.

e is one of the most remarkable
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28 DISK. Mayan. From State of Chiapas. Andesite. Diameter 12 1/8 inches. In the center the figure of a god is carved
in relief. In the border are some fifteen hieroglyphics, among which are some with numerals.
DISCO. Maya. Chiapas. Andesita. 32.5 cmts. de didmetro. En el centro tiene en relieve la figura de un dics, y en
la periferia una serie de quince glifos entre los cuales se distinguen algunos con numerales.

4
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30 HUMAN FIGURE. Zapotec. From Tomb No. 113, Monte Albén, Oaxaca. Brown earthenware. 27 1/8 inches high.
The human figure was particularly interesting to the artists of Monte Alban in what we call the II period, which
antedates the ancient Mayan Empire. This sculpture seems to relate to the jade statuettes called "Olmecas’, which
correspond to Monte Alban's I period.

FIGURA HUMANA. Zapoteca. Tumba n@imero 113, Monte Alban. Barro café. 70 cmis. La figura humana fué parti-
cularmente interesante para los artistas de Monte Albé&n, la que hemos llamado época II, anterior al Viejo Imperio

Maya. Esta escultura parece relacionada con las figurillas de jade llamadas “'olmecas' que corresponden a la época
I de Monte Alban.
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GOD XIPE TOTEC. Zapotec. From Tomb No. 51, Monte Alban
The god is carrying a water-jug. Monte Alban IV period.

DIOS XIPE-TOTEC. Zapoteca. Tumba niimero 51, Monte Alban. Barro café. Altura, 30.9 cmts. El dios esta repre-
sentado cargando una vasija con agua. Pertenece a la Epoca IV de Monte Alban.

Qaxaca. Brown earthenware. 12 1/4 inches high.
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32 BRASIER OF THE GOD XIPE-TOTEC. Zapotec. From Tomb No. 58. Period IV, Monte Alb&n. Oaxaca. Gray earthen-
ware. 14 inches high. In this figure, the face is covered by the victim's skin. In the hand is the flayed man’s head.

BRASERO DEL DIOS XIPE-TOTEC. Zapoteca. Tumba ntimero 58, Monte Alb&n. Barro gris. Altura, 35.3 emts. En
esta figurilla, la cara estd cubierta con la piel de la victima. Lleva en la mano la cabeza de un hombre desollado.
Epoca IV de Monte Alban.
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33 @GODDESS. Huastecan. From Tampico, Tamaulipas. Limestone. 47 1/2 inches high. Notable because of the manifest
desire to represent the human figure by straight lines and planes. The conical hat or “copilli” is characteristically

Huastecan.
DIOSA HUASTECA. Tampico, Tamaulipas. Piedra caliza. Altura, 1.20 mis. Nolable por la representacion de la
figura humana por medio de lineas rectas y planos. El gorro cénico o "copilli" es caracteristicamente huasteco.
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(34) TABLET. Totonac. From Tepatlaxco, Cérdoba, Veracruz. Limestone. 72 inches high. Apparently a most advanced
work in the Olmec style of Veracruz. (35) TABLET. Huilecintla. From Téxpan, Veracruz. 100 3/4 inches high.
Priest of Quetzalcoatl. Though found in the State of Veracruz, this tablet undoubtedly belongs to a different culture.

(34) LAPIDA DE TEPATLAXCO. Totonaca. Tepatlaxco, Cérdoba, Veracruz. Piedra caliza. Altura, 1.83 mis. Parece
ser una representacién ya muy avanzada del estilo olmeca en Veracruz. (35) LAPIDA DE HUILOCINTLA. Taxpan,
Veracruz. Altura, 2.55 mts. Sacerdote de Quetzalcoatl. Aungue hallada en Veracruz, seguramente corresponde a

una civilizacién distinta.

Arte Prehispanico 62




(36) DOUBLE-HEADED SERPENT. Totonac. From East Coast of Mexico (?). Basalt. 37 inches high. (37) "YOKE."
Totonae. Origin unknewn. Stone. 16 1/4 inches long. This “yoke'’ corresponds to the El Tajin civilization of
37 Veracruz. They are found in tombs, placed around heads of the dead.

{36) SERPIENTE BICEFALA. Totonaca. Basalto. Altura, 94 emts. (37) YUGO. Totonaca. Largo, 41.5 cmts. Este objeto
de piedra llamado "'Yugo'', corresponde a la civilizacién de El Tajin, Veracruz. Se encuentran en las tumbas alre-
dedor de la cabeza del muerto.

36
&
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38 HUMAN HEAD. Totonac. Stone. 7 1/16 inches high. Objects having concave bases like this are attributed to the
& Totonacans from the south of the State of Veracruz.

39 CABEZA HUMANA. Totonaca. Piedra. 18 cmts. Los objetos que tienen esa forma céncava en la base, se atribuyen
a los totonacas de la regién sur de Veracruz.
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the 40 “PALMA” or "PADDLE-STONE." Seated Pelican. Totonac. From Coatepec, Veracruz. Stone. 15 5/8 inches high.
Pieces of sculpture of this type are commonly known by the generic name of "Palmas.”

yen "PALMA." Totonaca. Coatepec, Veracruz. Piedra. 39.7 cmts, Las esculturas de esta forma se conocen vulgarmente
con el nombre genérico de “'Palmas.’’ Esta escultura representa un pelicano.
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41 (41) “PALMA." Totonac. From Coatepec, Veracruz. Stone. 20 inches high. Represents a bundle of arrows fastened

& by two cords. (42) "PALMA."" 26 9/16 inches high. A man disquised as a bat. The upper part represents the wing.

42 (41) "PALMA." Totonaca. Coatepec, Veracruz. Piedra. Altura, 50.8 cmts. Figura un haz de flechas sujetas por dos

ataduras en dos bandas que se anudan al frente, (42) “"PALMA."" Totonaca. Coatepec, Veracruz. Altura, 67.5 cmts. .

il Representa un hombre disfrazado de murciélago. La parte superior es el ala del animal. ]
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COLONIAL ART

When a band of Spanish conquistadors, athirst
for glory and fired with ambition, achieved the
conguest of Mexico, there came aboul a great
the country. Mexico was

change in the culture of
plunged headl
customs and religion became those of Renaissance

g into western civilization, her arts,

Europe. The difference observable between Mexi-
can and Spanish work of this early period is due
smanship of the

kable stamp

the erc

to the inal

ble style of

ich place their unm
ey make. (Pl 61.)
gpirit that had pre dominated the creation
of works of art was now res
1 execution.

Early 16th Century: Medieval.
of Mexican colonial art dates from the Conquest, in
1521, to the middle of the century, when the last

Indian hands wi

on whatever th The indigenc

>d merely to their

The first pericd
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tribes in the center of

he country were subdued.
To this period belongs a series of survivals from
the Middle Ages: many vigorous ictures
gothic archit c*clm e

the romanesque;
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ica Dy Spaniards and converted Moors,
in certain celebrated carved wood ceilings. Exam-

irst peried are the early fortress- houses

stadors and, later; the most typical mon-
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bining the war

xteenth century New Spain, the
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kinds ©

cuts
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Mudéjar in Spanish architecture refers
work built in admiring imitation of the florid late Moorish
style —first by converted Moorish workmen, and later

by Spaniards.
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Native influence expressed itsell strongly in
ipt for stone-carving had been the major
art of the Indians. There are still a number of these
carvings in which, although the

subject matter is
European, the technique and even some ornamen-

tal motives are Indian. (PL 62.)

The Renaissance. The second stage of colonial
anish Renaissance. It is the
that had been able
ofitably to
conquistador  he
& his' p extended from th
udle of the L‘ly'eumh century down through the

art corresponds to the 5¢
product of a changed society
to lay dov

ts arms and devote itself

first third of the seventeenth.
In architecture, the style known as plateresque
flourished in churches, in

in Spain® public buildings

and the mansions of the colonial nobility. Their
great bare medieval walls were relieved by charm-
ingly ornamented plateresque portals.

By the middle of the century, European painters

began to arrive. Their style was that prevalent in

Spain (they were Italianized Flemings), but later
their methods became more frankly Spanish, These
three influences, Spanish, Flemish, and Italian, nev-
er wholly ceased to contend with one another
during the rest of the colonial period. Renaissance

monasteries continued to be decorated as hereto-

; but that sim

fore nplicity and ingenuousness so char-
acteristic of the earler medieval monuments was
lacking; there

ance, and sumptuousness, When we look at a work

was a new love of luxury, exuber-

like the great staircase in the monastery at Ac ]

we are thrilled: here the Renaissance conguers Mex-
ico.

Sculpture, in the first century of the vice-regal
period, was wholly under Andalusian influence,

and by the end of the sixteen century, Renaissance

*  The early Benaissance style, so-called because of
the finesse and richness of its ornaments, rivalling con-
temporary silversmiths' work. A wvariety of medieval
Renaissance and mannerist decorative elements are often
combined with masterful order and harmony
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retables” were being carved, in no way differi

from those in the mother cc
>, Xochimileo, and Cux
retables cre often enlivened v

are at Huejotz

tfigures of

ints dene in polychrome woed (Pl 63.) and with
L:imere;:[:y.!e architectural features.

In the minor arts, Spain was also imitated, here

ish infl'- ience. An immense num-
- Flanders were gi

under strong Moo

ber of objects fron

from kings or were ;3:.;1;:31(15@:‘.1 by wealthy religious
Gold was worked with exc
in Mexico, for
traditicnally able.

communiti

There

WIS

iron, turniture was carved in exotic
and as far back as the sixteenth century

derers were at work Mezxico.

luxury arts and crafts pe

derful feather-mosaics, in which the Indians had

ean domination. (Color

examp. this i
European museums.

Mid- 1'7[}'1 Century

vente

Mexico. Painters -who

ed o generation earlier left

wers, and to them were added new
{

from Spain. The idition of

the Colony fostered a rich the arts;

churches were filled with pictures,

tabl

on the walls. (Pl 55)

=

‘n-':1r|-'rd, and cloijs

se of the mother

remained much the same, how
pictures that seem Italia

nfluence, while later tendern

".m_ej -
are clo ‘-"IC’I| vi self-contained

a1sCi-

plined in their search for sensu almest pagan
beauty.
\rchitecture, after its plateresque period, hac
Arci t ; after it ateresg DEr had

Herrera (Pl. 46.) ** His
riluity

brief phase in the manner of

dry and severe lorms,

*  Retable: Spanish type of altarpiece, cften covering
the whole end of the church. Within a simple architectur-
al framework in several stories are compartments with
reliefs, free-standing figures, or paintings.

** The severely classicistic architect of Philip II's great
monastery palace near Madrid —the Escorial.

many win followers in Mexico; only a

impress early in the

As the country
nore varied chat-
aries survived
the inner con-
ve changed; one
for movement tha
a new L,-,umtry find-

Europe — the barogue
rchitecture produced many
baroque carries with it the
greater wealth of
arose on art corre

re elaborale

1oUs, I
century, Mexican
d an unmistakable
irly in the decoration
number of these, scat-
make Mexico

Churches
I they are
plan, with a dome
s are elaborately

are rich with
The

r:grvc-d in 1

gold

arrival of a

aran and Ribera, bringing with
of strong chiaroscuro and se-
d to the bril-
This sober

however, C"“Hl’i never suit Mexican taste, any

ate maste

ore than could the ceold architecture of Herrera.
¢ o few characteris-

s new style, s s the strong chiarosecuro,
and combined them with the preceding softer,
| style ol

Rubens' work
s added,
by the end of the seven-

began to
cand the r

teenth century there is painting which

essen-

derived from any one

country, bu t dﬂwu on many sct 5, producing
a body of

By the end of this century and the beginning
of the next, a small group of ar who had

assimilated the teachings of their predecessors

work of quite uneven value.
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another distinet with

created ve style in harmony

i
the richly decorated church interiors. Here the qual-
gr acefuln

of grace and vi-

sought alter was Figures,

drawn, bu

move

ity most

not vigorously

vacily, seem lo den back-

ground like truly celestial s, Landscape settings

were bluish or golden as in a fantastic and ideal

autumn countryside. A good example is the decora-
tion of the sacristry of the Cathedral in Mexico

City, and there are muaony other pictures of this
kind, wil is perhaps the most purely Mexican
style of painting.
il P e 1
Sculpture particularly well suited to the ba-
rogue s Reliefs carved in stone; graceful and

delicate ’iot,urctr ons in stuc shed and gilded;

rich carvings in cedar ded and finely
burnished; single ligures with robes brocade

and faces and hands delicately

all these combine to make of our ba-

on a gold ground,
flesh-tinted -

rogue monuments something bearing comparison
with those of

or gothic France.

tteresque Spain, Renaissance Italy,

Contemporary furniture for houses and church-
es show that same unrest and love of move-
ment; legs of tables and chairs turn and twist like

Iron is

the spiral columns of baroque retables
wrought into lace-like grilles, railings for balconies,
lamps that adorn facades; while inside the houses,

rugs, screens, writing tables, lattices, rich velvets
and embossed leather recall the sumptucus and
evocative interiors of Moorish times. All the arts
show that same baroque tendency; Mexico has

found her own artistic expression and brilliantly
reveals her own personality in the furnishings of
her many magnificent palaces.
Churrigueresque. After the kingdo
Spain had thus developed its own artisti
ter, baroque art assumed a special form
churrigueresque. Don I
it is now known, have much to do with

José Churri
the artis
movement called after him, but this adjective nev
convenient and accepted.
essentially from the ea

ertheless is Mexican

churrigueresque differs
e, the favorite baroque support-
iIng member w the spiral the
gueresque replaced it with a sort of pier, of which

baroque; for examp

column; churri-

the main section has the form of an inverted
cbelisk, the whole heavily laden with carved or-
*

Churriguera (1650-1723), Spanish architect of the
celebrated Town Haoll and main square of Salomanca
in Spain, Narciso Tomé, Pedro de Rivera and Casas y
Novea were those responsible for the most characteris-

tically “churrigueresque’ works in Spain.
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standard
prudence

nament. The barogque still preserved the
architectural orders; in churrigueresque,
and constructive sense were replaced by
depending rather
tural discipline was relaxed. The faniasy and
iveness in the organization of gilded high and

a design

upon movement cnd rll\-"'h‘-]l

struc

inven

h retable seem like
51}
invaded everything, from

ome sculpture makes e

g created in a dream. (Pl

the

like

Churrigueresque
whose portals have become
48 & 49.) and whose inter
are aglitter with gilded carving, to the
the houses, and even

great churct

retables o

one (Pls

. It was a religious
ake the House of God not
but also a sort of ce-
secular architecture, it

the furnitur

art in its anxiety to m

only as splendid as possible,
lestial
cnly in

doors
“faldoncitos,” or

vision. In
ornamental details, in
or windows, in keystones,

stone lambrequins,

appears
flanking

niches, or in the
which hang

pilasters

below so many windows., As the barogque had
taken over ele from other arts, somelimes
deriving architectural motives from wood-carving,

the fanciful churrigueresque bor-
there resulted theatrical
heraldic draperies,

framing o

elc., S0 oTe
rowed wherever it chose;

from cornices,

dreps hanging

even stone curfains whale bm.amq
front. Furniture was sometimes imitated in the claw
teet on either side of o Maotives
borrowed
facades.

This exaggerc

doorwa b were

from engravings and carved on stone

aticn of the baroque is the incar-

nation of an epoch and of a people. Spanish crit-
that Mexican churrigueresque, so splen-
didly bold and so riotous, exercised a certain
influence even on the art of Spain herself.
Sculpture, of course, adapted itsell admirably
tc the churrigueresque; if the baroque tended to

be sculptural in character, then in the churriguer

ics admit

esque sculpture became architecture.

Retables were carved by men who were pri-
marily sculptors, with saints by special figure-
sculptors; joiners assemb ld all the parts and

needed to hold the wt

pplied thoze

the g covered the can

finally Y

and then burnis it with a
Faces
ceived o different treatment,
brilliant. Clot

another process,

layer of fine

small agate tool and hands, however, re-

known as "encarna-

mat or on figures was

known as ‘es-

by Ye t

ery was all covered with
the retabl the st
pattern '«-'.1"1 a 1L|r1"‘,_
[ n




Thiz technique had been known in Mexico since
the sixteenth century, but was not fully developed
until the eighteenth. (Fl. 67))

Decline of Painting. Painting sank into a de
cline during the churrigueresque period. Churri-

gueresque art, as already stated, was essentially
sculptural; the boldest and most handsome retables
>y have no flat surlaces
carving.

Another reason lor the decline was the fact

are wilhout paintings, for il

interrupting the play of the

that the rapid growth of the Colony greatly in
eqszed the demand for paintings and this increased
and was accomp

nied by a drop in quality.
Studios turned out hundreds of canvases, usually
lacki

g in character. To the influences which, in
the seventeenth century, had inspired the baroque,
there was now added a new and dominant one:
that of Murillo. However, it was neither his spir-
ituality nor his realism which was taken over,
but rather certain conventions of form and color.

Three or four tir

s were repeated monotonously;
faces were invariably rose, drapery was blue or red,
backgrounds gray or ochre

Every engraving that came to Mexico was cop-
ied, in indentical pictures turned out by the hun-
dred, filing the monasteries with lives of the
saints, There is no church, however small, with-
out three or four samples of this work, It would
be impossible to catalogue Mexican painting of
the second half of the eighteenth century, but most
of the works may be classed as almost worthless.
Only o few portraits may be mentioned. (PL 58.)

Decorative and Folk Arts. The decorative arts
also flourished. Furniture was no longer sober and

austere, as in the seventeenth century; for French
and even Engli

1 influences began to enliven
outlines, to cover chairs and tables with carving
and to make of a piece of furniture not only an
article of daily use but also an elaborate work of
art,

During this period pottery was developed to
an extraordinary degree. "Talavera de Puebla”

had been made in the sixteenth century and by
the seventeenth had achieved magnili

ent speci-

mens. In the eighteenth, it reached an extraordinary
adpogee. There are churches every square inch

of is covered by the enameled tiles called

azulejos”. In no other country are to be found so

ny buildings covered with tiles, nor such vir
tuesity in their ute. It has often been said that
Mexic the land of domes, and nearly all are
with glazed tiles.

k was also developed; railings, grilles

and brackets were highly elaborated with wrought

scrolls and other designs. Sometimes, as in Qaxaca,

the ironwork seems have come to life like «
e crawling over walls and becoming

entangled in the holl

o

lantastic v

ws of the facade

The popular arts and crafts were also exten-
practiced in colonial days and left behind
a charming group of articles of domestic

put a part of his mel-

which the Indian

has

woly and innate gracefulnes Among them
may be mentioned such things as the celebrated

lacquerware fren

Urudpan and Olinald (PL 70,
typical of so many different sections

s" and "ponchos,” shawls,
ced leather, tooled, fringed,
in thread and fiber; or the
of Amozoc, inlaid with silver. And
copular painting, which is of

may be considered, perhaps, the most important
painting of the period.
Neo-Classicism. The last years of the colonial
period witnessed an artificial and academic re-
vival of the clc

sical style. If, were not for certain
who have left us a few buildings

statues (Pl. 69.) and an occasional

painting (PL 60.) the whole period might be con-

sidered negligible. The true spirit of colonial art had
passed with the disappearance of the last vario-
ti

s of the vigorous Mexican baroque.
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wando la Conguista de México es

aventureros es

da por un grupo de
dientcs yloriet ¥ ambicion, cambia

cultural entra de llenc a la civi-

las artes, las

a religion lismas que ilor
Furopa del Renaoeimi

inspirador de

El matiz

4cidn mexicana lo da

que la ej

mamnif

lo

La primera

onde al tiempo de la Con-

a mediados del sic en que se

mas tribi

central del territorio. A esa 5l

superviven Un dejo de

existe en

vigorosaimern-

persiste en

la arguitectura g¢

lam. 44),
y espa-
rica, se

ojival

léjar, gue mc

an buen

f

niimero de L'_—‘.L'Jh'_ imeras

casas de los conguistadores que

fortalezas, v, a mediados del siglo, unc

1a el espiritu belic

di

de

43).
A la pintura corresponde una serie de ensayos

ejecutados por los propios indios en escuelas que

para eso organizan los religioses, y su resultado
viene a ser la decoracién con pinturas al iresco

convenios que £e construyen

de los numero
en el p A falta de cuadros y modelc
picn estampas de libros religios grabadas en

maderc: los frescos en blanco y negro son de

se Co-

cordcter lineal v con frecuencia imitan, en gran

ala, los trazos de los grabados en madera.

Es en la escultura donde se manifiesta con mas
viger la influencia indigena, como que la escultura
era la manifestacién estética mds importante de

Z1 Arte Colonial

los pueb

piedras esculpidas

mero de

La segunda etapa del arte
Ren

acimiento. Se refiere

r tercio del XVII, es
arrolla esta modalidad.

La arguitectura ve

-cer la monilestac

Hamada plateresca en Espana: re los grandes

e

las portadas plateresc

v
como una caricia, Los

conguistado

/1, forman parte

mds tarde su entonacién es ya francamente

fiola. Y esas tres influencias existian en lucha

de la

ccnstante durante
asterios =nn siendo decorad

sencillez e ingenuidad

antes; pero noc
los monumentos primitives: se busca el

la exuberancia, la suntuosidad. Cuande contem-

plamos un meonumento como la escalera del Con-
vento de Actopan, sentimos estremecernos de emo-
cién: el Renacimiento ha conquistade a México.

siglo del virreinato es-

La escultura del pr I
td supeditada a la escultura andaluza, y a fines
del siglo XVI se labran en México retablos rena-
centistas semejantes en todo a los de Espana: asi
los de Huejotzingo, Xochimilco y Cuauhtinchan
Esos retablos a veces estdn poblados con santos
de escultura en madera policromade (lé&m. 63),
v el conjunto presenta los mismos caracteres re-
nacentistas de la arquitectura plateresca.

En las artes menores se imita también a Es-
pafia, encrmemente influenciada ain por las cos-

tumbres moriscas, Infinidad de ornamentos de




Espara v de Flandes son dos por

o comprados por ricas Comunidades. El

trabaja o mor, como gue los

labrarlo de meanera exquisita:

indigenas
se hacen labores de hierro lorjade y muebles de
exéticas del pais. Ya desde

fina talla en maderas

el siglo XVI los borda

tica tnr'er::r en Mexico as de manifestacio

nes indigenas de las artes suntuarias persisten, por
mosaicos de plumas, en
de la doming

cara  ha

ejemplo los maravilles

que sobresalian los

cidn eurc

-~ ornamentos y mitras

unagenes,

ta para dibujar n Las cbras mdas valios

manifestacién de arte son el asombro

seos de Europa
Mediados del siglo XVI. A princip
glo XVII hay un gran iloreci

del si

ilento pictérico en

México; los artistas del antericr habian de-

fado discipulos; a ellos se vienen a agr

an de

de la Colc permite

las iglesias llenan de cuadros en retab

0

moda de la decoracién

muros (lam

al fresco y

series de gr al olec

ana alecanza una elevacion |
1 de la Madre Patria El
sigue siendo el misme; hay cua
sbre ellos es
tarde, una

dros at parecen italia

bozanse

Pero

nente renaceritl

L

franca orientac

movimienio

ras cle

1050 pdrece es

de la

recibe un pequenc te herreriano

arguitectura severa, gue

¢ Unas cuan STOS
uella de su paso a
principios

El Barroco. Fines del siglo XVIL. Conforme el

xais se va desarrcllande, la arquitectura toma una
F

modalidad diversa, Subsisten elementos anteriores

en calidad de

perviven asi platerescas co-

mo goticas y mudéjares; pero el concepto interior

de la arquitectura anhela ser otro; hay en ella,

sobre todo, una an iento que parece

querer fraducir ias inquieludes del nuevo pais que

utilizando

un arte nuevc

paralelamente al que flerecia en Europa: el ba-
IToCo.
La arquitectura barroco crea en México edi-

ficios notabilisimes. El barroco lleva en su propio
espiritu un germen de complicacién. A la mayor
rigueza de los potentados de la Colonia va corres.
pondiendo un arte mds rico, mdas suntuoso, mds
plicado, A fines del siglo XVII ese barroco
ha adguiride en México una personalidad incon-

dible, sobre todo en los decoraciones de inte-

riores dr—\ templos Un punado de ellos, repartidos
en diversas regiones del pafs, hace de México un
esencialmente barroco (ldm. 47). Los tem-

; se uniferman un tipo casi general: la gran

iglesia de planta cruciforme, con chpula en el

crucero; portadas ricamente cubiertas de relieves

y los interiores dorados, llencs de retablos y orna-
tos. La casa reconoce los antecedentes anteriores,
re modalidad propia, también barroca,

La pintura barroca se inicia con la llegada de
algunes corifeos de Zurbardn y Ribera, que traen el
arte vigoroso, de fuerte claroscure y entonaciones

pero adgu

severas, en oposicion a la pintura brillante de ten-
dencia italiana. Pero México no podia gustar en

exce este arte sobrio, asl como no gustd de

la arguitectura herreriana. Los pintores que siguen

toman algunos elementos de este nuevo arte, como

el vigor del claroscure, vy lo suman a las caracte-
risticas anterior

de la pintura, mds suave, mds

delectable y por ende mas mexicana.

Cuando empiezem a llegar copias y reproduc-
ciones de las obras de Rubens, hay un nuevo factor
y, como resultante,
lo XVII la pintura esencial-
gfiliada @ ningtn
las c>Cue]q.J ¥
valor.
; del 1700 un
gue habla asimilado
ores, crea una modali-
y de acuerdo con los interiores re-
ornates. En e

pais: toma e

produce un

al

ta pintura lo esent

3 Las figuras, no vigorosamente cons-
truidas pero si llenas de gracia y movimiento, pa-
fondo dorado como espiri

verdaderamente celestes. Los fondos s

reCcern mov

e en

sajes
s fan |lr1 sticos,

ofonales, dorades o azules, de pafs
como si la im

aginacion gquisiera presentarnos un
mundo me Asl estd decorada la sacristia de la

itedral de México, v existen numer

5 cuadros

de esta lender sea la mds mexica-

La escultura
barroce. L

ves en piedra, los suaves or-
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2,

natos en argamasa, pulidos y dorados, las tallas

a

riguisimas en mad

finamente 1
o brunida y dorada;
-

mentada (| lamina 6

esculturc

a estolada v las ca
una lina encarnacion, hacen

monumento: arcble a la

esca, la ltalia renacentista, o la Fran-

€l O)LVai

Los muetl que decoran las casas y los tem

onden a la misma ansia y tortura; las

patas =e retuercen en forma helicoidal, exacta
mente como las columnas saloménicas de los re-
El esta la docilidad de
su forjade para hacer rejas gue parecen encajes,

tablos barroc

barandales sobre anch balcones, laroles gue
complementan el ¢
de las ca

=
108 CO

rnato de las fachadas, vy, dentro

cas y turquescas,
buletillos, los

e lelpa, los biombos, los

guadameciles, las celosias, nos trasladan a aque-
lles interiores moriscos tan suntucscs y evocado
res. Toda la cultura se tine de este mismo matiz
barroco; Meéxico ha aleconzado su personalidad y
la expresa brillantemente en todos estos recuerdos
de la Metrépoli

El Churrigueresco. Cuande la perscnalidad de

Jueve F'f'rqn'tr se ha desarrollade completamen-
lom
que nosoiros designamos con el nombre de 'chu-

special

BC

Iriguerescoe mexicano', por mds que, bien sabido

es, Don Jo Churriguera no tuve gue ver gran

coset en el movimiento artistico lleva su nom-

bre. Pero la designacién es cor

Yy aungue seqa
convencional no vale la pena intentar cambiarla

si todo el munde la entiende El churrigueres

nexicano varia esencialmente barroco

d
bre todo

porte barroco, que

lumna saloménica, deja lugar a

se forma de

mada

piramides, paralel xdos y otras formas,

ella se cubre de mrﬁ'@f La est
conservaba com
iecténicos; con el arte churrigueresco toda me

SUra, toda ructiva, aun remotamente,

niento, sélo ritmo, relieves

y ecculturas madas; se pierde todo

de la cor

ruccion. Es un arte esencial

1tér que hace de cada

te decorativo y es
retablc

le

o un rincén de ensue un espejismc

une m'ﬂbrirrq:.le?_ (lam. 51).

sco lo invade todo

3 1 cuyas portadas son retablos en
piedra (ldms. 48 y 49) y cuyos interiores des
lumbran

cie, los
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arte religioso; es el aldn de hacer la casa de Dios

no sélo lo mas lujosa posible, sino come un tra-
sunto del cielo. En las otras m I'ji.estr;ci:mes -
quitectonicas, el churriguerismo se expresa sdlo
en detalles ornamentales: las pilastras que forman
las jambas de puertas y ventanas, las claves de
1.
tos" que cuelgan (:1:--:1]0 de mu

arcos

s repisones de los nichos y los “faldonci-

chas venta Como
e

el barroco }’C{DIC" utilizado elementos ciras ma

nifestacicnes ar imitando en sus creaciones

tallado en

aderaq,

resc recurre o cudi
son gan abajo

cuel
de i

de :
gue enmarcan toda una fachada
las maderas de los mueb i

pies de garra a los lados de las

motivos de grabados en

namenie para ornatos de le .‘r('JC.".CQ.LI'

Asi, esta mani eatncﬁn arquitectonica, exage-
1 lel Lu"r oco, trad

mexica

cierta influencia
pana

La escultura se puew:l admira
te churrigueresco, pues :
bre toedo un arte escultérico, en el ch

gueresco

1ede decirse que la arguitectura llegd a

s

cultura

£5-

Los retabl

los imagineros se

reunen

! sarias para armarlo v,
finalmente, el d._I:IJ"r cubre con una ldmina del-

disima de oro fino los tallades

(a(®
gd

pués bru-

nen el orec en fric con un umento de

gata: Las caras y las otro trata-

miento: la “encarnacién’ ser ‘'mate

uras lienen

] XVIII cua nd > ur
fec*ci()r_ int :lifxclr::_—: (lém. B7).
Decadencia de la pintura. Lo pintura de la

00 e encu

El arte churris gueresco



hay temp

con

ialtadas que se

Ninguna n n presenta esta cara

ristica tan pe

liar. Ya se ha dicho gue México

ae cu

azulejc

rro florece

2 de gal

do, tedo

influencias
nado el barr
en forma dominante la

0IMC en

lo adquirido

que el maestro andaluz

mMuros y se enreda

intersticio de lo fa

hadg,

realista 10 en un convencionalismo de forma

la ga

rtes populares br

S dejan un cor

tan en la época colo

v sobre fodo de coler, g

tori

/el colc stantemente re- unto delicioso de objetos

que el indio ha pu

tico, en

roic en las telas, las {a
(lém. 70}, las

del

tristeza v

Uruapan y

los sa-

la labor de cue-

I
en relieve v con bordados

a obra de hierro lorjado de

de de plata. Finalmente,

pinturas que tudie aparte,

g mitad del XVII cue casi

salva

s d ares

coloniales ven

es y populares.

son ya complete = rebuscada: el a

sino que la 2 de algunos gran-
unecs cucntos edif

enen o re gque icios

aejan

: en relieve, 54) vy algunas estatuas

un objeto de que ofra pintura (ldm. 69), el periodo en

uso, sino un de v tendria nir interés. Es que ha
excesivo, el adero es que termind
La ceramica se desarrclla T ipre con la d ultimas

modalidades del bar

época; la llamada 'Talavera mexicano.
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43 AUGUSTINIAN CHURCH in Yecapixtla, Morelos. 1540-1545. Typically gothic 16th century fortress-church with
flamboyant rose-window.
IGLESIA AGUSTINIANA DE YECAPIXTLA, Morelos. 1540-1545. Tipo de iglesia-fortaleza de lineas gbticas, con
una gran roseta sobre la portada,
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44 RIBBED GOTHIC VAULT of the Franciscan church at Huejotzingo, Puebla.
BOVEDA GOTICA DE NERVADURAS de la Iglesia Franciscana de Huejotzingo, Puebla.
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45 OPEN CHAPEL of the Convent of Tlalmanalco, State of Mexico. Late 16th century. These plateresque archivolis show

Renaissance detail and Indian craftsmanship.
CAPILLA ABIERTA del Convento de Tlalmanalco, Estado de México. Fines del siglo XVI, Estos arcos platerescos

muestran detalles renacentistas ejecutados por manos indigenas.
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[ 46 FACADE OF THE CATHEDRAL, Puebla. 1649-1664, Example of herrerian architecture with barogue details. The
| I building was beqgun in the 16th century, and the facade was completed in 1664.
‘ [ FACHADA DE LA CATEDRAL DE PUEBLA. 1649-1664. Ejemplar de arquitectura herreriana con detalles barrocos.
il ‘ La construccién se empezd a fines del sigle XVI, y la fachada se terminé en 1664.
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47 UPPER PART OF THE NATIONAL LIBRARY. Formerly church of St. Augustin, Mexico City. 17th century. Typical
shed in Mexico at the end of 17th century. This church was rebuilt after

example of barogque architecture which flour

1. Siglo XVIL

a fire in the year 1676.
BIBLIOTECA NACIONAL DE MEXICO, Parte superior de la portada. Antiguo templo de San Agustin
T 1 arauitectura be

Itpico ejemplar de la que tlerecid en México a fines de ese siglo. El edificio fué

después de haberse incendiado en el afio de 16786,

reconstruido
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48 SANTA MARIA TONANTZINTLA. Puebla. Late 17th century. Baroque of the Puebla carved stucco school; Indian
| craftsmanship. Recently restored by local Indians. See plate 68.
il SANTA MARIA TONANTZINTLA. Puebla. Fines del siglo XVII. Arquitectura barroca poblana con exuberante
ornamentacidn de manufactura indigena. Recientemente restaurada. Véase detalle, ldmina 68.

Arte Colonial 80




‘SEUR

god seieso] £ sonusbur
sanw ‘euabipul cossianbiiinyo un ap ‘Bpeyo
B BT 'SPLT SP Jopspedly ‘e[eOXe[l 'NYTLODO Id YIONIS YALSINN

m.w>m_:_wh 8P ugio

1quiod »| B

‘anbsazanbu  pg

-IMYo ayj yjim sa]Als ooonjs pue joLq pigend ayj s3
YL 'GyLl noqy ‘eeoxe(l 'NYTLODO 30 YIONAS YALSHNN

won apEop] B




¢

“ALFENIQUE" MANSION, Puebla. 1790. Atiributed to Antonio de Santa Marfa Inchéurreqgui. Typical Puebla
mansion of unglazed red and glazed blue tile with characteristically lively stucco work so light that its resemblance
to pastry gives the house it
CASA DEL “ALFENIQUE", Puebla. 1790. Atribuida Don Antonio de Santa Marfa Inchdurrequi. Ti

ida de ladrillo y azulejo, con los caracteristicas relieves semejantes a una pasta de aztc

name.

poblana reves

recibe el nombre.
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52 "“LA ENSENANZA", Mexico City. 1754. Churrigueresque gold retable. Characteristically rich carving.
"LA ENSENANZA", Ciudad de México. 1754. Retablo churrigueresco dorado, rica y caracteristicamente labrado.
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SAINT CATHERINE. Late 17th cent. Feather mosaic. 19 1/8x 16 15/16 inches. Lent by M. N. Pressed into the
service of the church, this celebrated Indian craft was carried on in the early colonial period, for pictures and

religious vestments.
SANTA CATARINA. Mosaico de plumas de fines del siglo XVII. 48.5x 43 emts. Prestado por el M. N. El arte plu-
mario indigena fue utilizado por la Iglesia en los primeros afios de la Colonia para imégenes y ornamentos religiosos.
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53 PORTAL OF THE COLLEGE OF SAN ILDEFONSO, Mexico City. 1749, Baroque portal with churrigueresque
pilasters. Walls faced with red lava "tezontle.’’

COLEGIO DE SAN ILDEFONSO, Ciudad de México. 1749. Portada principal, estilo barroco cen pilastras churri-
guerescas y muros recubiertos de tezontle.
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54 DOME OF EL CARMEN, Celaya, Guanajuato. Completed in 1804. By Francisco Eduardo de Tresguerras. Academic
reaction to churrigueresque style. The empty bases were to have carried urns or statues.
CUPULA DEL CARMEN, Celaya, Guanajuato. Terminada en 1804. Obra de Francisco Eduardo de Tresguerras. Repre-
senta la reaccién académica contra el "churrigueresco’’. Sobre los basamentos debieron colocarse urnas o eslatuas.

Arte Colonial 86 i




55 BALTASAR DE ECHAVE ORIO (the Elder). The Agony in the Garden. 1582-1620. 99 9/16 x 62 9/16 inches.
Lent by G. N. P, Renaissance work of thoroughly Spanish type.
BALTASAR DE ECHAVE ORIO (Padre). La Oracién en el Huerto. 1582-1620. 253 x 159 cmts. Prestado por las
G. N. P. Obra renacentista, del estilo espafiol que florecib en México.
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SAINT FRANCIS. Mid-16th cent. Painting on wood. 23 5/16x 14 9/16 inches. Lent by Mr. Federico Gémez de
Orozeo. In this work by an anonymous Indian artist can be seen the combination of indigenous popular style and
painting of the European primitives.

SAN FRANCISCO. Mediados del siglo XVI. Pintura anénima sobre tabla. 59 x 37 cmts. Coleccién Gémez de Orozco.
En esta obra hecha por un artista indigena, puede verse la mezcla del estilo popular autéctono con la primitiva
pintura europea.
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56 BALTASAR DE ECHAVE IBIA (the Younger). The Virgin of the Apocalypse. 1620. 74 x 42 5/16 inches. Lent by
G. N. P. The attributes surrounding the Virgin are from similes in the Litany.

BALTASAR DE ECHAVE IBIA (Hijo). La Concepcién de la Virgen. 1620. 188x 109 cmts. Prestado por las G. N. P.
Los atributos que redean a la Virgen estén tomados de la Letania.

B9 Colonial Art

e — g i

i e = S —




90

l
L
-
=
(]
i
o
O
& [ o
g -
s
nNr.n
8 e
o O
Pl
o~ o
o .
-0
=
ww Lk
o O
b
el
- W
o £
- A
o 8
- E
= o
. ©
U o
g
O
T ™
.mnz
—
o o
w w0
=~ 0=
et
g
e 5
—

e

ANTONIO PEREZ DE AGUILAR. Bodeg

57 ANTONIO PEREZ DE AGUILAR. Sti




58 MIGUEL CABRERA. Sor Juana Inés de la Cruz. 1750. 110 9/16x 88 3/4 inches. Lent by M. N. The celebraled
religious poetess is one of Mexico’s greatest literary figures, and this portrait, one of the best known works of this
famous Colonial painter. :
MIGUEL CABRERA. Sor Juana Inés de la Cruz. 1750. 281 x 225 cmts. Prestado por el M, N. Este retrato de la i
célebre poetisa religiosa, una de las més destacadas figuras literarias de México, es de las obras mejor conocidas
del famoso pintor colonial.
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39 FRIAR PABLO DE JESUS AND FATHER SAN GERONIMO. The Count of Gélvez. 17 87 11/16x B85 3/4 inches.
Lent by M. N, The fa¢ I
FR. PABLO DE JESUS Y PADRE SAN GERONIMO. Retrato del Conde de Galvez. 1796, 222 x 21¢
por el M. N. La cara y las manos fueron pintadas por Fr. Pablo de Jestis v los rasgos caligraficos del caballero por
el P. San Gerdnimo.

e and hands are by Friar Pablo de Jestis; the callig: San Gerdnimo.
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| {| 60 JOSE MARIA VAZQUEZ. Dofia Marfa Luisa Fonserrada y Lavarrieta. 1806, 41 3/4x 31 1/2 inches. Lent by G. N. P.

> style details of dr

and accessories.

i Painted by an academic profes
JOSE MARIA VAZQUEZ. Dofia Ma

cadémico. Estilo Imperio, por el tr

a Luisa Fonserrada y Lavarrieta. 1806, 106 x 80 cmts. Prestado por el G. N. P.

je y demés detalles.

Obra de un profesor
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SAINT JOHN. From the Treasure of the Cathedral of Mexico City. Late 16th century. 81 3/4 inches high. A late

Renaissance work of painted wood. The drapery is entirely covered with gold leaf over which are painted the
brocade designs,

SAN JUAN. Procede del Tesoro de la Catedral de México. Fines del siglo XVI. 210 cmts. de altura. Escultura de
estilo renacentista, ejecutada en México. Madera tallada, dorada y es

fada.
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64

SAINT SEBASTIAN. From the Treasure of the Cathedral of Mexico City. Early 17th century. 26 1/2 inches high.

Carved in “tecali”

SAN SEBASTIAN. Procede del Tesoro de la Cate
Tallada en “tecali”

{a native alabaster-like franslucent marble), with painted detail. Indigenous werkmanship.
| de México. Primera mitad del siglo XVII. 68 cmts. de altura.

ntades. Parece trabajo indigena.

(mérmol {ransliicido), y con detalles
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. 65 SAN DIEGO DE ALCALA. From the Treasure of the Cathedral of Mex

co City. 17th century. 15 5/16 inches high.
P

ed wood with real eyelashes and teeth, typical of barogue Spanish dramatic realism.

i SAN DIEGO DE ALCALA. Procede del Tesoro de la Catedral de México. Siglo XVII. 39 cmts. Talla en madera,
pintada con pestafias y dientes auténticos. Obra tipica del realismo dramético espariol en la época barroca.
B
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66 CHRIST IN MAJESTY. Relief from choir stalls of the ex-church of San Agustin. 17th century. Lent by the National
University of Mexico City. Little survives of the larger pieces of 17th century church furniture.

RELIEVE EN MADERA del coro de la antigua iglesia de San Agustin. Actualmente en la Escuela Preparatoria.
Cortesia de la Universidad Nacional de México. Obra de fines del siglo XVIL
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67 SAINT JOSEPH. From the Treasure of the Cathedral of Mexico City. 18th century. Painted and gilded wood. 51 3/16
inches high.

SAN JOSE. Procede del Tesoro de la Catedral de México. Siglo XVII. Escultura tallada en madera, dorada y estofada.
130 ¢cmts. de altura.
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MUSICAL ANGEL FROM SANTA MARIA TONANTZINTLA, Puebla. Late 17th century. Indian character in elaborate

carved and painted stucco decoration of late 17th century. Village church. See plate 48.

DETALLE DE TONANTZINTLA, Puebla. Finales del siglo XVII. Nétese al cardcter indigena de la figura que es buena
muestra de la ornamentacion de este tipo. Véase lamina 48,
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69 MANUEL TOLSA. Charles IV. Mexico City. 1803. 83 inches high. Ordered by Viceroy Branciforte from this famous
Spanish sculptor and architect.
MANUEL TOLSA. Carlos IV. Ciudad de México. 1803. 210 cmts. de altura. Fué ordenada para hacerse, por el Virrey
Branciforte, y la ejecutd el fameso arquitecto y escultor valenciano,
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70 LACQUER TRAY (“"BATEA'). From Pétzcuaro, Michoacan. 18th century. 28 1/2 inches. Lent by M. N.

il

BATEA del siglo XVIII. Procedente de Patzouaro, Michoacn. 70 emis. de didmetro, Prestada por el M. N.

SILVER FILIGREE RELIQUARY. 18th century. 11 1/4 inches high. Lent by M. N. With miniature of St. James

of Comosptela.

RELICARIO de filigrana de plata, del siglo XVIII, 28 x 23 cmis. Prestado por el M. N. Miniatura de Santiago de

Compostela.

Arte Colonial
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72 EMBROIDERED CHASUBLE. From the Treasure of the Catheral of Mexico City. Early 18th century. Silk and silver
& thread. 49 3/16 inches.

73 CASULLA BORDADA. Procede del Tesoro de la Catedral de México. Primera mitad del siglo XVIII. 125 cmts. de
altura. Trama de seda y plata dorada.
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i 74 BAROQUE SILVER MONSTRANCE. From the Treasure of the Cathedral of Mexico City. 17th century. 23 3/16 inches.
CUSTODIA DE PLATA de!l siglo XVII. Procede del Tesoro de la Catedral de México. Estilo barroco. 59 cmts. de altura.
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75 SILVER CENSER. From the Treasure of the Cathedral of Mexico City. 17th century. Silver. 9 7/16 inches high.
Native craftsmanship.

INCENSARIO DE PLATA del siglo XVII. Procede del Tesoro de la Catedral de México. 24 x 15 cmts. Obra popular.
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76 SILVER SANDALS FOR A STATUE. From the Treasure of the Cathedral of Mexico City. 2 15/16 inches long.
SANDALIAS DE PLATA para estatua. Proceden del Tesoro de la Catedral de México. 19 emts. de largo.
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FOLK ART:

Bernal Diaz del Castillo, in his admirable his-
tory of the discovery and congquest of Mexico, testi-
fied to the high development of Mexican folk art
at the time of the arrival of the Spaniards. In the
great market of Tenochtitlén everything imagin-
able was to be found: jewelry of gold and silver,
beautitully engraved; feather mosaics; cotton textiles
in marvelous colors; utensils of carved wood, bone,
and copper; pottery from Cholula and the land of
the Tarascans, extraordinary both in form and dec-
oration; paper made of maguey fibre painted and
cut into magnificent ritual ornaments; deer hides
expressly prepared for the paintings that were made
in great numbers; objects made of shell and mother-
of-pearl, carved with great delicacy; and an innum-
other ornaments,
plastic in conception, which were used to adorn

essentially

erable variety of

brilliant garments. The conqueror could not conceal
his amazement ot the dazzling riches that sur-
rounded him.

The influence of the Spaniards naturally became
apparent in these numercus and diverse objects of
popular art, but the authentic stamp of the native
Mexican craftsman remained dominant and is to
this day in whatever he makes or decorates.

Pottery. The conguerors of course brought new
models for native industries to copy, but whether
they were the Spanish ceramics from Talavera de la
Reina (for which Puebla became the local produc-
tion center) or those brought from China by Spanish
galleons, the Mexican crafismen left upon their
products the indisputable touch of their own pic-
torial grace. Among them may be cited the pottery
from the State of Jalisco, particularly from the
village of Tlagquepaque, the potiery of Oaxaca, with
its special glaze and shapes; that of Michoacdn,
with the extraordinary variety of styles and designs,
from the different villages of Patamba, Hudncito,
Santa Fe, and Los Reyes, the toys of Ocumicho; the
pottery of Guerrero, which retains the form and
decoration of old Mexican pieces — all these show
clearly that the contemporary craftsman still guards
a tradition antedating the Conguest, which neither

109 Folk Art

time nor foreign dcmination has been able to dis-
turb. (Pl. 80.)

Weaving. The '“sarape” in universal use to-
day throughout Mexico is derived from the Indian
“tilma” (a cloak fastened at the neck by a knot),
and from the Sponish-Arabian "manta” (a travel
blanket), and it is still woven on primitive hand
looms in colors authentically Mexican, Delying
foreign influence and triumphing over bad taste,
there is still maintained the ancient tradition of
the beautiful sarapes sold in the nineteenth century
at the famous Saltillo Fair — but which were ac-
tually made in San Luis Potosi, Aguascalientes,
San Juan de los Lagos, and Nuevo Leén. There are
fine sarapes from Jocotepec (State of Jalisco) scberly
decorated with stylized roses and framed with
fringes and primitive borders in brilliant colors.
There are those from Oaxccq, in which a deer, a
red rose, or a Mexican flag appears, rather myste-
riously, against a somber black or dark gray back-
ground, and those from Santa Ana Chautempan, in
the State of Tlaxcala. All these display in their
magnificent designs the traditional good taste that
has been preserved through the years of our be-
wildering modern civilization which is, in certain
ways, the mortal enemy of the primitive popular
arts.

The grace and finesse of the native spirit per-
sists likewise in other textile crafts. For example,
"rebozos” (shawls) range from the exquisite silks
seventeenth and eighteenth centuries,
with inscriptions and designs woven in gold and
silver thread, to those now being made in Santa
Maria and other places in the Republic. Drawn work
is executed with incredible delicacy. For their ap-
parel and other cloth articles of everyday use, the
Indians make handsome embroideries and textiles.
There are also, in certain articles of carved and
hammered leather for the trappings of the “charro”
and his mount, rich embroideries in gold and silver

of the

thread.
Lacquer. The lacquer makers of Michoacdn
still use the technique of their pre-Conquest an-

cestors. The “aje,” a mucilaginous substance ex-




tracted from a tiny insect found in certain cactus
plants, is mixed with a white powder called "tepu-
chuta’ and another called "limdcata’” by men who
are both humble workmen and subtle artists. Their
wooden platters are decorated with flora and fauna
arranged in gracetul and colorful ornamental
schemes. In spite of the bad taste of purchasers
which has, in the case of some objects, constituted
an unwelcome influence, the ancient traditions have
rniot been entirely lost, and we still have examples
of great beauty and skillful workmanship in which
the design stands out magically against the black
concave backgrounds.

The boxes and platters from Paracho (State of
Michoacdn), brightly painted with birds, flowers,
and fruit, offer us great variety made by another
lacquer process. On some of the boxes of the
eighteenth and nineteenth centuries, there are pat-
terns of popular origin whose gracefully drawn hu-
man figures provide ancther example of the artistic
instincts of our people.

The lacquerware from Olinald (State of Gue-
rrero) reveals still another variety of execution and
polychrome decoration. The process is like that of
Michoacdn, except that a second layer of lacquer
of a different color is applied and parts of it chipped
away to reveal the background — a method which
gives an altogether different effect of great orna-
mental richness. Here also, painted by the same
process, birds, fish, and fontastic animals are made
from gourds, humeorously exploiting the surprising
and fantastic gourd shapes. (Color Pl M.)

Masks. The imagination of the Indians, their
tragic nature, their religiousness, their irony, and
their skillful craftsmanship are all revealed in their
masks, which they make in many unexpected forms.
Created for different purposes, they run through o
complete gamut of expressions suited to the many
ritualistic ceremonies, dances, and carnivals with
mixed religious and idolatrous significance. (Pl. 81.)
The masks also follow a tradition that stems from
magnificent pre-Spanish examples: votive masks
of precious stone, and beautifully modeled stone
masks of the dead with brilliant mosaics of shell and
turquoise laid over them in contrast with the basic
expression of horror and death. The dance masks,
used in each state of the Repubklic for religious
festivals, retain all the. essential characteristics of
the ancient traditions. Carved and painted wood
makes possible a great variety of types and ex-

pressions. At carnival time, there may still be seen
masks of painted cardboard which, in spite of the
purpose for which they are made, do not lose the
fragic and qustere rhythm of the primitive masks.

Popular Painting. Popular painting is extraor-
dinarily abundant in Mexico and reveals the artistic
genius of the people. Interesting examples are to
be found in portraits, 'retablos,” still lifes, signs,
and commercial decorations which are both daring
in spirit and remarkable examples of plastic intui-
tion. Particularly significant are the "retablos’. These
small ex-voto pictures are usually painted in oil on
tin — although some eighteenth century examples
are done on canvas or woed, (Pl 100.) The "retable”
is offered to a saint whe has miraculosly saved the
donor from death or accident, and it is hung in a
church or chapel dedicated to the saint. The
painters agre anonymous artists who, for a modest
price, depict the scene of divine intervention. The
story of the miracle as told by the donor is inter-
preted by the painter with primitive ingenuity and
charm and deep religious faith. Ignoring the laws
ol perspective, he represents the characters, the
place, and the event with a direct and naive sim
plicity, frequenily achieving small masterpieces in
color, composition, and dramatic feeling. Our great
modern painters have found in these “retablos”
one of the authentic expressions of Mexican paint-
ing.

Ex-votos are also made, generally in silver but
sometimes in gold, represeniing eyes, arms, legs,
and other parts of the human body in which the
donor has experienced divine healing. These small
figures are pinned to the vestments of the saint or
to a cushion at his feet. They have been in use
since the sixteenth century and are of Spanish
origin. (Pl 103.)

Conclusion. [t is impossible to enumerate all
the ways in which the folk artisan expresses his
love of beauty and his natural esthetic instincts in

force and grace as well. (Pl. 82.) And it should be
noted that the objects which the Indian keeps for
his own daily use are very dillerent from the
articles of commerce whose low quality turns a
pure and exquisite art into tourist curios of no
great importance, That iz the reason why our folk
art, in every period, has served as a true symbol
of the artistic instincts of the Mexican people.

ROBERTO MONTENEGRO
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ARTE POPULAR

Ya Bernal Diaz del Castillo, en su crénica admi-
rable de la conguista de México, nos ofrece un
testimonio del desarrollo que habian alcanzado
las artes populares mexicanas en el momento en
que llegaron los espanoles. En el gran mercado
de Tenochtitlén se hallaban todas las cosas que
puedan imaginarse: joyas de oro y de plata pri-
morosamente labradas, mosaicos de pluma, hila-
dos y tejidos de algodén ornamentados de primo-
rosos colores, utensilios de madera labrada y otros
de hueso y de cobre, cerdmicas de Cholula y de la
tierrar tarasca, extraordinarias por su forma y de-
ceracion; papeles de fibra de maguey que servian,
pintados y recortados, para las magnificas orna-
mentaciones de sus ritos; pieles de venado pre-
paradas expresamente para las pinturas que hacian
en gran cantidad; objetos de caracol y madre-perla,
tallados con gran refinamiento, vy una variedad in-
nimera de ornamentos, concebidos con visién
plastica, que servian para adornar su vistosa indu-
mentaria. El conquistader no pude ocultar su asom-
bro y deslumbramiento ante el arte y la riqueza que
lo rodeaba.

Ceréamica. La influencia de los espaficles se
hizo sentir naturalmente en los variados y nume-
rosos objetos de arte popular, pero o través de ella
persistid el sello autéctono que la mano del indigena
ha puesto siempre en cuanto fabrica ¢ decora. Los
conquistadores trajeron nuevos modelos para las
industrias, como la cerdmica de Talavera de la
Reina (llamada entre nosotros Talavera de Pue-
bla porque esta ciudad fué y es todavia el centro
de su produccién), pero los decoradores mexicanos
indigenas imprimieron a sus obras el toque indis-
cutible de su gracia pictérica que, aunque por mis-
teriosa afinidad se enrigquecié con la influencia de
la cerdmica china que trafan las naos espafiolas,
conservd siempre su cardcter mexicano. Hay que
sefalar, ademds, la cerdmica de Jalisco, en la que
se destaca la de Tlaguepaque; la loza de Oaxaca,
caracterizada por su 'greta” y por su forma: la
cerdmica de Michoacdn, de extraordinaria varie-
dad de estilos y formas, como la de Patambea, Hudn-
cito, Santa Fe, Los Reyes y los juguetes de Ocumi-
cho; la de Guerrero, que conserva en su forma y
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su decoracién las caracteristicas de las plezas anti-
guds mexicanas y revela cémo el artifice contem-
poraneo sigue obedeciendo los dictados de una
tradicién anterior a la Conguista que ni el tiem-
po ni las influencias extrafias hon podido alterar
(ldm. 80).

Tejidos. Los sarapes, de uso cotidiano en la
vida popular mexicana, que tienen su origen en
las “tilmas” de los indigenas y en las mantas drabe-
espanolas, se tejen todavia en telares primitivos
con sus coloraciones netamente mexicanas.

Desafiando influencias extrafias y sobrevivien-
do al mal gusto, persiste todavia la antigua tra-
dicién de los bellos sarapes que en el siglo XIX
se vendian en la Feria de Saltillo y que provenian
de San Luis Potosi, Aguascalientes, San Juan de
los Lagos y Nuevo Leén. Se distinguen sobre to-
do los sarapes de Jocotepee (Jalisco), decorados so-
briamente con rosas estilizadas y enmarcados con
franjas y grecas primitivas de brillantes colores;
los de Oaxaca, en los que aparece mistericsamen-
te el venado, la rosa roja o la bandera mexicana
sobre un fondo negro o gris escuro, y los de Santa
Ana Chautempan, en el Estado de Tlaxcala. Todos
cstentan en sus magnificas decoraciones las mues-
tras tradicionales de un buen gusto que se ha con-
servado a pesar del imperio de la mixtificacién ci-
vilizada que es, en cierto modo, el enemigo mortal
de las artes populares primitivas.

La gracia y finura del espiritu indigena per-
sisten también en otras clases de tejidos. En los
rebozos, que han variado a través del tiempo, des-
de los de seda de los siglos XVII y XVIII, con le-
yendas y decoraciones entretejidas en hilos de oro
v plata, hasta los que actualmente se hacer en
Santa Maria y en otros lugares de la Republica:
los deshilados, de increible delicadeza, y otros
bordados y tejidos que usan los indigenas en di-
versos objetos y prendas de ropa. En los objefos
de cuero labrado, destinades principalmente o me-
nesteres de charreria, se acostumbran bordados con
hilos de oro v plata.

Lacas. La industria de las lacas en el Estado
de Michoacdn sigue todavia el mismo procedimien-
to usado por los indigenas antes de la Congquista.



Con el "gje", sustancia mucilaginosa extraida de
un pequeno animal gque vive en ciertas cactaceas,
mezclado con una tierra blanca llamada “tepu-
chuta’’ ¥ con ofra llamada "limécata’, humildes
trabajadores, que son al mismo tiempo relinados
artistas, decoran las bateas con una founa y una
flora que reparten en motivos ornamentales lle-
nos de gracia, color y equilibric. A pesar de que
el mal gusto de los compradores suele exigir en al-
gunos objetos influencias extrafias, no se ha per-
dido del todo la antigua tradicién y aiin tenemos
muestras de admirable preciosismo y hdbil eje-
cucién, en las que el dibujo resalta mdgicamente
sobre el espacio negro y céncavo de las bateas.

Las cojas v bateas de Parache (Michoacdn),
pintadas con exuberancia de pdjaros, flores y fru-
tas, nos ofrecen gran variedad de motives, utili-
zando ofro procedimiento; en algunas cajas de los
siglos XVIII y XIX, de dibujo popular, se ven figu-
ras humanas ornamentadas con una gracia que
revela de un modo periecto el instinto artistico de
nuestro pueblo. Las lacas de Olinald (Guerrero)
nos ofrecen una nueva variedad de ejecucidn y
de ornamentacién policroma. El procedimiento es
el mismo que se sigue en Michoacan, sélo que las
figuras son recortadas y rayadas sobre diferentes
fondes, con lo que se logra una modalidad comple-
tamente nueva, pero de gran efecto ornamental

Con el mismo procedimiento se trabajon cala-
bazas v "bules" para hacer de ellos pdjares, peces
v animales de aspectos caprichoscs que, por la
distorsién de sus formas y lineas, producen una
sensacién novedosa y moderna.

Méscaras, La imaginacién de los indigenas,
su cardcter itrdgico, su religiosidad y sus hdbiles
procedimientos estén plasmados en las mdscaras
que ejecutan en las formas mdés variadas e increi-
bles. Destinadas a usos diversos, recorren una gameda
completa de expresiones acomodadas a las ceremo-
nias rituales, a las danzas y a los carnavales en los
que lo religioso y lo idolatrico se entrelazan y con-
funden de modo significativo.

Las mdscaras siguen el camino de una tradi-
cién que viene desde los magnificos ejemplares
precortesianos: mdscaras votivas en piedras pre-
ciosas, mdascaras de muertos en piedras duras, de
modelado perfecto con mosaicos de turquesa y
de concha, contrastando con las lineas en que el
horror vy la muerte han quedado plasmados en un

gesto eterno (lam. 81). Las mdscaras de las danzas
que se usan en cada Estado de la Repiblica para
los festivales religiosos, tienen las caracteristicas
esenciales de las antiguas tradiciones. La madera
esculpida y pintada da una vdriedad de gestos y
de tipos, v en los carnavales se utilizan ain mdsca-
ras de cartén pintado que sugieren aspectos gra-
ciosos y que no pierden, a pesar de su objeto, el
ritmo austero y trégico de las mdscaras primitivas,

Pintura popular. La pintura popular es extraor-
dinariamente abundante en México vy revela las
dotes artisticas del pueblo, Hay ejemplares intere-
santes en retratos, retablos, bodegones, rétules vy
decoraciones comerciales que sorprenden por cierto
atrevimiento e intuicién plastica. Entre todos scbre-
salen los retablos o ex-votos, pequenas pinturas al
6leo sobre ldmina, aungue también hay muestras
del siglo XVIII sobre tela o madera (ldm. 100).
El retablo se dedica al santo gue ha salvadeo mila-
grosamente al donante de la muerte o de algtn
accidente, y se cuelga en la iglesia dende el santo
se venera. Los pintorez de retablos son maestros
anonimos que, por un precioc médico, pintan el
acontecimiento que didé oportunidad a la interven-
cién divina, La relacién que del caso hace el do
nante, la interpreta el pintor con fe religiosa vy,
sobre todo, con una encantadora ingenuidad de
primitivo; sin preocupaciones por las leyes de la
perspectiva presenta los personajes, el lugar y el
suceso en una forma directa y candorosa, y logra
con frecuencia, tanto por el color cuanto por la
compesicién y la intencién dramdtica, pequenas
obras maestras. Nuestros grandes pintores moder-
nos han encontrado que los retablos son una de
las ramas del drbol de la pintura mexicana.

El sentido artistico del pueblo. Imposible seria
enumerar cada una de las formas en que el arti-
fice popular expresa su ameoer por la belleza y su
natural instinto estético en objetos que no son sélo
itiles, sino que ostentan a la vez hermosura y gra-
cia (ldm. 82). Hay que agregar que la pureza de
estilo y autenticidad de los objetos que el indigena
conserva para su particular emplec y uso cotidia-
no se diferencian extraordinariamente de los objetos
que van al comercio, cuyo nivel decae haciendo
de un arte trascendental y pure un objeto turistico
sin mayor importancia.

Nuestras artes populares, por si mismas y en to-
das las épocas, han dade una idea exacta del
poderoso instinto artistico del pueblo mexicano.

ROBERTO MONTENEGRO
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77 BAKED CLAY TOY. Modern. From San Pedro Tlaguepaque, Jalisco. 2 3/4 inches high. A pendulum-like mechanism

permits the acrobat fo revolve. Modeled by hand, it shows the consciousness of stylized form traditional in Mexico
since archaic times.
JUGUETE DE BARRQ COCIDO. Epoca actual. San Pedro Tlaquepaque, Jalisco. 0.07 cmis. Es un acrbbata cuya

aplicacién de péndulo lo sostiene y hace girar. Modelado a mano, acusa un conocimiento estilizado de la forma.
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78 EMBROIDERED BEDSPREAD. Modern. From Huixquilulcan, Mexico. 91 x 72 3/4 inches. A beautiful example of
the handwork done by the natives of the State of Mexico.
SOBRECAMA BORDADA. Epoca actual. Huixquilucan, México. 2.32 x 1.85 mis. Bello ejemplar de los trabajos reali-
zados por los indigenas del Estado de México.
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79 EARTHENWARE POT. Modern. From Metepec, Mexico. 8 5/8 inches. The ingenuity in decoration is typical of the
native artist. He often imitates his own drawings, but never repeats them.

OLLA DE BARRO ENGRETADO, Epoca actual. Metepec, México. 0.22 cmts. La ingenuidad de la decoracién es ca-
racterfstica en el artista indigena, quien puede imitar sus mismos dibujos pero que jamé4s los repite.
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80 EARTHENWARE JAR. Modern. From Tolimén, Guerrero. 22 inches high. The original decoration is pecular to this
neighhborhood.

TINAJA DE BARRO COCIDO. Epoca actual. Tolimén, Guerrero. 0.56 cmts. La decoracién de las vasijas de esta
localidad fiene una rara imaginacién en sus decorados.
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CARVED WOOD MASK. 18th cenl. From Toluca, Mexico. 18 1/2 inches high. A rare type formerly used in Holy
Week processions by the "Centurions”, fo give a fearsome aspect to those who guarded the statue of Christ,
MASCARA DE MADERA TALLADA. Siglo XVIII. Toluca, México. Alto: 0.47 cmis. Raro ejemplar que se usaba en
las procesiones religiosas, por los llamados “Centuriones'’, durante la Semana Sa
una idea de los personajes que custodiaban a la estatua del Cristo.

ita, y cuyo aspecto
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| 82 WHITE EARTHENWARE VASE. 19th cent. From San Pedro Tlaguepaqgue, Jalisco. 9 inches high. Showing the sen-
sitive imagination of 19th century potters.

VASO DE BARRO BLANCO. Siglo XIX. Tlaquepaque, Jalisco. 0.23 cmts. Muestra de la imaginacién delicada de
los ceramistas de esa época.
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TOYS. a) From Metepec, Mexico; b, ¢, and d) From Tlaguepaque, Jalisco. Polychromed terra cotta. Primitive in form
and brilliant in color, these toys reveal the cleverness of Mexicen popular artisans.

JUGUETES. a) Metepec, México; b, ¢, d.) Tlaquepague, Jalis

1

o. Barro cocid

o y policromado. Estes juguetes dentro
antes, revelan el ingenio de los artifices populares.

de sus formas primitivas y pintadas con colores bril
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83 HUNTER'S HORN. Modern. From Zacatecas. 10 1/4 inches long. Used by cowherds. The hand carving shows
motives derived from hunting themes.

CUERNO DE CAZA. Epoca actual. Zacatecas. 0.26 cmis. Ejemplar tallado a mano, con elementos decoratives
alusivos a la caza, Usado por los guardadores de ganado.
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_ 84 WHITE EARTHENWARE POT. 19th cent. From Tlaquepaque, Jalisco. 11 inches high. The harmonious designs in
| gold and silver are applied by the process known as “water-gilding.” Made exclusively for gifts.
it JARRA DE BARRO BLANCO. Siglo XIX. Tlaguepaque, Jalisco. 0.28 cmts. Sobre las lineas elegantes de esta pieza
|

se armonizan motivos decorativos en plata y oro con la pintura llamada al agua. Estas piezas se haclan exclusi-
i ! vamente para regalos.
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85 TOY. Modern. From. Ocumicho, Michoacén. 9 inches high. Representing a legendary monster whose floral orna-
mentation contrasts with the fantastic appearance of the animal
JUGUETE. Epoca actual. Ocumicho, Michocan. 0.23 cmts. Representa un monstruo lege ornamen-
tacién floral contrasta visiblemente con el aspecto de este animal.
: 123 Folk Arxrt







86 POT AND WATER ECTTLE. M
& high. The or
87 JARRA Y BOT

cerdmica es le

=z high. (8
yament is of the sz
ENGRETAI

sobr

2% 0.25 emts, La ca

Meleper, México. 0.2

amentacién s o material y de color verde brillante.

128 Folk Art




9) 9 13/16 inches high. A type of

8

(

88 EARTHENWARE JARS. 19th century. From Oaxaca. (88) 12 1/4 inches high;

& ornamental jar unfortunately no lenger made.

89 JARRAS DE BARRO. Siglo XIX. Oaxa

estilo de estos raros

]

ca. 31x 9.25 cmis. Desgraciadamente se ha perdido e

ejemplares.
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90 MUSICAL INSTRUMENT. Modern. Guanajuato. 35 1/8x 9 3/4 inches. A lute.like instrument made of wood and
& the shell of the armadillo. Used only by the musicians of the “conchero’” dancers. These instruments are painted and
91 inlaid with decorations referring to the dances.
INSTRUMENTOS MUSICALES. Epoca actual. Guanajuate. 90 x 25 cmis. Parecido a un pequefio latid; estd hecho
de madera y la caja sonora formada por un carapacho de armadillo. Sirve exclusivamente para los misicos de los
danzantes llamados “Conchercs.” Estos instrumentos estdn cubiertos de incrustaciones y de pinturas alusivas a
las danzas.
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MASKS. a, b, d, and e) From Guanajuato: ¢ a
The dimensions of the above objects vary between 7 inches &
sion, form and coler, are worn in fiestas and religious dances.

d f) From Guerrero; g) from Cheran, Michoachn. Polychromed wood.
1d 12 inches. These masks, highly imaginative in expres-

MASCARAS. a, b, d, &) Guanajuato; ¢, f) Guerrero; g) Cherén, Michoacin, Madera tallada y policromada. Sus

dimensiones varfan enire 18 y 30 emts, E
variedad de gestos, color y forma son de una gran imaginacién.

15 mascaras son usadas para fiestas de Carnaval y Danzas religiosas. La
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92 PAINTED WOODEN TOYS. Modern. From Silao, Guanajuato. (92) 6 1/4 inches high; (93) 9 13/16 inches high.

& The artist’s skill is seen in the simplicity of both design and coloring.

93 JUGUETES DE MADERA PINTADA. Epoca actual. Silao, Guanajuato. 16 y 25 cmtis. Es manifiesta la habilidad
del artista nativo, tanto en la sencillez como en el dibujo y en el colorido.
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POLYCHROME WOODEN CHEST. Mid-19th century. Olinald, Guerrero. 15 1/2x 30 inches. These chests were

made for gifts by anonymous painters, who achieved a great variety of highly original designs.

CAJA DE MADERA POLICROMADA. Mediados del siglo XIX. 39.5 cmis. Olinal4d, Guerrero. Hecha especialmenile
para regalo. Estas cajas eran pintadas con verdadero cuidado por grandes arfistas anénimos que realizaban una

o w
G2

ornamentacion de gran variedad.

Arte Popular 130




bontt

Bt

96
&
97

131

GLAZED EARTHENWARE PLATES. Mid-19th century. From Puebla. (96) 8 3/4 inches: (97) 151/2 inches. This
type of pottery corresponds to the so-called “Talavera de Puebla’’ which in turn was influenced by the Spanish
"Talavera de la Reina". The decorative motives were borrowed in part from 18th century Chinese
to Mexico through the port of Acapulco.

PLATOS DE BARRO VIDRIADO. Mediados del siglo XIX. Puebla. 22 y 39 cmts.
ponde a la llamada Talavera de Puebla, gue derivé sus mot
Reina. Estas decoraciones sufrieron influencias de la cerdmi
de Acapulco.

which came
Este tipo de cerémica corres-
ivos de la cerdmica espafiola llamada Talavera de la

ca china del siglo XVIII, que llegaba por el puerto
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BLACK EARTHENWARE POTS. Modern. From Coyctepec, Caxaca. Both 15 1/2 inches high. The sculptural reliefs
en this type of pottery have an archaic character in keeping with their Mixtec origin,

OLLAS DE BARRO COCIDO. Epoca actual. Coyotepec, Oaxaca. 39 cmts. Todas las pequefias esculturas de
esta cerdmica tienen un cardcter arcaico, sobrio y sencillo, que acusa su procedencia mixteca.
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100 RETABLOS. Mid-19th cent. From Guanajuato. (a) 6 7/8x 10 inches; (b) 5x7 1/8 inches. These paintings, depicting

& miraculous events, record the gratitude of those who have been saved by divine intervention. There are groups of

101 them in most of the churches of Mexico. I
RETABLOS-PINTURA, EN HOJALATA. Mediados del siglo XIX. Ciudad de Guanajuato. 18x 23 cmts. Estas pin-
turas representan acontecimientos milagrosos con que los fieles testimonian su gratitud a un santo. En casi todas las
iglesias de la Replblica existen colecciones de estas pinturas.
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102 EARTHENWARE PEDESTAL. Late 19th century. From Tehuantepec, QOaxaca. Serves to support the jar which holds
the day's water-supply. The modeling is very characteristic of the region.

COLUMNA DE BARRO COCIDO. Siglo XIX. Tehuantepec, Oaxaca. 95 cmts. Esta escultura sirve para sostener
una linaja donde se conserva el agua que a su vez sirve para el uso cuotidiano.
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103 SILVER EX-VOTOS. From different paris of the Republic. In modern tin frame. These ex-votos, like the retablo

paintings, testify to the gratitude of those who have received divine favors. In use since the 16th century, their
origin is Spanish, although the ancient Mexicans placed small commemorative objects near their idols.
EX-VOTOS DE PLATA. Proceden de diferentes partes de la Reptiblica y, como las pinturas llamadas retablos,
sirven para demostrar el agradecimiento y el recuerdo de alguna gracia recibida. Estas pequefias figuras de plata
se conceen desde el siglo XVI. Si bien son de procedencia espafiola, los antiguos mexicanos tenian la costumbre
de colocar pequefios objetos conmemorativos cerca de sus idolos.
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104 SADDLE. Modern. From Puebla. Wood, leather, steel and silver. The richness of materiais and workmanship make
&  this saddle, used by "charros” in their promenades, an objet of singular beauty.

105 SILLA DE MONTAR. Epoca actual. Amozoe, Puebla. Largo del fuste: 53 ctms. Madera, cuero labrado ¥ acero
incrustado. Estos objetos por su factura, son las muesiras més caracteristicas de las artes populares mexicanas y en
€uyo uso, como atavios charros, los campesinos ponen todo el lujo v la esplendidez de su manufactura.
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MODERN ART

Art was nearly dead in Mexico during the first
half of the nineteenth century. The war for inde-
pendence had exhausted the country; poverty and
disorder prevailed under the reactionary empire of
Iturbide and the grotesque dictatorship of Santa
Anna. Nevertheless, an attempt was made to revive
the moribund San Carlos Academy of Fine Arts,
and the painter Pelegrin Clavé was brought from
Spain in 1847. He introduced the use of living
models, organized the first art exhibits and started
a group of young students in the groove of aca-
demic painting.

In the provinces, obscure painters, unschooled
amateurs or simple artisans, supplied a popular
demand for family portraits, children’s death-bed
scenes or pictures of appetizing dishes to hang in
the parlors and dining rooms of the local middle-
classes. They also painted ex-votos, signposts, fur
niture and walls. Their art possessed a certain inno-
cent charm combined with a passionate, primitive
realism. These painters seldom signed their pic-
tures and only a few names have been preserved:
José Maria Estrada, famous for the uncanny like-
nesses of his portraits (Pl. 109); Uriarte, his teacher:
Abundio Rincén, Hermenegildo Bustos, Apolinar
Fonseca, painter of luscious still-lifes (Pl. 110): and
Fremcisco de P. Mendoza, who specialized in paint-
ing battles (Pl. 111). Theirs was essentially a folk
art revealing the spirit of the rising new Mexican
middle class.

Judgrez and Maximilian. In the meantime the
destinies of the country had passed into th

th

m

hands of a group of liberals. The leaders of the
Reform, influenced by new democratic ideas and
by Pesitivism, fought against the Church and the
aristocracy. Judrez consclidated the triumph of
liberalism, nationalizing the property of the clergy
and separating Church and State. But the reaction-
aries would not admit defeat, and in 1861 they
invited Napolean III of France to intervene in their
behalf, offering the throne of Mexico to the Arch-
duke Maximilian of Austria. During his ephemeral
reign, the sentimental Max sought to bring to his
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empire the elegance and refinement of the courts
of the old world, consclidating European art and
laste in Mexico. He selected the best student of the
Academy, Saniiago Rebull, to paint his portraits
and to decorate Chapultepec Castle.

The Liberals under Judrez put an end io the
Empire, and Maximilian was executed in Queré-
taro in 1867. A dramatic little contemporary paint-
ing portraying this episode is shown in our exhibit
(Pl. 112). The only real assets of the Academy at
this time were Félix Parra (Pl 114), and José Maria
Velasco (Pl 113), two censcientious and honest
artists, free from the desire to please fashionable
laste,

Diaz Dictatorship. The young Republic turned
into a dictatorship under Porfirio Diaz, a reriegade
liberal who ruled the country for over thirty
years, favoring feudal aristocracy and foreign
capitalism. The great landowners, yearning for
European culture, began collecting European art,
To possess a Murillo or any third prize painting
from the Paris Salon gave them social prestige
Academism regained official support, and the most
promising young artists were sent to Eurcpe to
study: Diego Rivera, Roberto Montenegro, "Dr."
Atl, Alfredo Ramos Martinez, Goitia and Julio Rue-
las among others. But on the whole, bad taste pre-
vailed and in 1903 the Government imported the
mediocre Spanish painter, Fabrés, to teach in the
San Carlos Academy, They paid fourteen thousand
pesos for his portrait of the priest Hidalgo, hero
of the Independence, and the Academy purchased
his "Drunkards’ for eighteen thousand pesos (nine
thousand dollars), paying at the same time eight
hundred pesos for an Ingres.

Under the dictatorship of Diaz, the mines and
haciendas continued to yield fortunes: his friends
distributed among themselves the oil and railway
concessions, and the lux
ruling a

ury and prosperity of the
stocracy had no precedent in Mexico. A

telling monument to the spirit of the epoch was the
great Opera House, built of Italian marble at a
cost of over 7,000,000 pesos, with a limited seating




capacity for the privileged. Native art was socially
outcast. Mexico put up a Moorish pavilion at the
Paris Exposition of 1889. The dictator suppressed
with o ruthless hand the growing opposition of the
masses to his automatic “reelections”; striking
textile workers were shot down by federal troops,
political conspirators were murdered, and the
Democratic Party was secretly organized in 1909.
It was at this time that Rivera made a rapid
visit to Mexico and exhibited his work done in
Europe. Atl returned from Paris a fiery cmarchist
in art and in politics; his paintings sent shivers
down the spines of the aristocrats and he began
to preach nationalism in art.

The Revolution. Shortly afterward, the Mexi-
can people dethroned Diaz, and the art students
expelled the arch-conservative director of the
Academy, after a tempestuous strike for ememcipa-
tion. Following the triumph of the Madero Revolu-
tion, Alfredo Ramos Martinez, fresh from Paris and
an enthusiast of the impressionist school, was ap-
pointed director of the new School of Fine Arts. He
abolished academic teaching and opened an out-
door scheol of painting at Santa Anita, where the
students could follow the example of mature artists,
such as the able landscape painter Joaquin Clausell
and the great social painter Goitia. Away from the
movement, José Clemente Orozco had already
painted his poignant and sombre brothel scenes
(PL. 118), perhaps as a subconscious protest against
the mannered impressionists, lovers of the pictur-
esque, of brilliant color and sunshine.

When, in 1913, the bloodthirsty General Huerta
assassinated the apostle of the Revolution, Madero,
and seized the government, the nation arose against
him, and the artists Atl, Orozo, Goitia, Guillemin
and the art students Siqueiros, Miguel Angel Fer-
néndez, Escobedo, Bolafios, Cabildo, Islas Allende,
and many others joined the rebel forces. This was
the time of the dashing, sombreroed chieftains,
avengers of the Indian peasants: the fabulous war-
lord Pancho Villa and the insurgent leader Emi-
liano Zapata, whose battle cry “Land and Liberty”
became the slogan of the agrarian revolution Other
intellectuals joined the movement, among them José
Vasconceles, who later became instrumental in
launching the artistic revolution.

Uncertainty and Disaster. In this atmosphere
of uncertainty and disaster, propaganda publica-
tions began to flourish. Caricature has always
been a prowerful political weapon in Mexico.
In the time of Judrez the liberal newspaper “La
Orquesta” mercilessly attacked conservatives and

imperialists in splendid lithographs by Herndndez,
Escalante and Villasana (PL 140); in the period
of the Revolution the ferocious caricatures of Orozco
and Cabral made and wrecked political reputa-
tions. The illiterate public learned of events and
formed its political opinion by means of illustrated
“corridos,” epic ballads printed on colored paper,
sold and sung in market places and military camps.
The main supply of these sheets came from an
obscure printing shop where the phantasy of the
modest engraver José Guadalupe Posada and the
naive and morbid subjects he engraved caught the
popular fancy (Pl 141). The public snatched up
his "calaveras,” grotesque skeletons in ridiculous
situations, a sort of fatalistic bravade — poking fun
at death which was so conspicuous in those days—
combined with a taste for the macabre that has
fascinated the Mexicans since pre-Columbian times.
On All Souls’ Day, Pesada brought out collections
of such skeletons, referring to prominent politicians
and warlords of the time, with a short but disparag-
ing funeral epitaph as caption. Between occupa-
tions of Mexico City by warring armies, Orozco in
1915 held an exhibition, in a book store, of his paint-
ings of women of the underworld. Orozco was la-
beled a cartoonist and the exposition passed almost
unnoticed, but a few artists and intellectuals were
deeply moved by the stark tragedy in Orozco's
subjects and by his tortured and sombre technique.

Art and Revelution. By 1919 the Revolution
appeared to have been won. A government of
revolutionary artists was set up in Jalisco; the
painter Zuno, Governor of the State, along with De
la Cueva, Romo and others, called a congress of
“soldier-artists” to diccuss the new orientations of
art and culture, and Siqueiros, Orozco-Romero, and
others, were sent abroad. Siqueiros met Rivera in
Paris and they fired each other with new esthetic
and political ideas. As a result Siqueiros published
a manifesto in Barcelona (1921) advocating a new
revolutionary art, based on the constructive vitality
of Indian art and decrying outworn European
ideals. Rivera, who had labored in Paris through
a three-year period as cubist, returned to Mexico
by way of Italy, where he saw the great frescoes,
the Byzantine mural mosaics, and the Etruscan
relics that recalled to him the plastic strength of
ancient Mexican art.

Artistic Renaissance. In the meantime the
stage was rapidly being set for an artistic renais-
sance: the political and artistic unrest of the artists
was ripe; Vasconcelos, just appointed Minister of
Education, had embarked upon a vast program
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in which art — no one vet knew of what sort — was
to become an important part; intellectuals turned
labor organizers, and carried on active propaganda
among artists and workers. New artists were arriv-
ing from the provinces and from abroad. From
Guadalajara came Amado de la Cueva and Xavier
Guerrero. Orozco Romero returned from Europe.
Guatemala came Carlos Mérida, whose
Indion subjects, new line and coler made a deep
impression. From Paris came Charlot with a modern
knowledge of techniques and eager for new plastic
expression. Felipe Carrillo Puerto, the martyr-leader,
Governor of Yucatdn, and o staunch believer in the
Indian as the regenerator of Mexico, invited Vascon-
celos, Rivera and Best Maugard to pulse the social
and artistic aspirations of his progressive state. The
movement for the redemption of the popular arts,
launched a few years before by Enciso, Afl, and
Montenegro, was gaining strength. Credit is due to
these artists for the first formal exhibition of objects
made by the people, and also to Adolfo Best Mau-
gard, who decorated g Mexican ballet for Pavlova
(1918) and organized a great fair in Chapultepec
Park with popular music and dances (1921). Best
Maugard also created a system of drawing for the
public schools, taught by a large staff of young
artists to about two hundred thousand students
of all ages, aimed to counteract the disastrous taste
of the epoch.

Mural painting. The young artists had found
in Rivera a teacher and a spokesman. His pictur-
esque house became a focus where campaigns
were planned, manifestoes were written and plots
were hatched. Vasconcelos fulfilled their aspira-
tions for a mural art for the people by turning over
to them the walls of public buildings, leaving the
artsts free to choose their subjects, no matter how
radical; he coined the word “uglyists” for those
who gave to the Indian peasants coarse features,
massive bodies, and great feet. The painters were
soon on scaffolds covering walls: Montenegro and
Xavier Guerrero decorated an old church turned
into a lecture hall and school: the imposing Nation-
al Preparatory School was allotted to Rivera cand
his followers, Alva de la Canal, Revueltas, Cahero,
Leal, Charlot and Siqueiros (1922-1923), They were
all members of the newly formed Syndicate of
Painters and Sculptors which published a fighting
newspaper, "El Machete,” printed in red and black
with large, bold woodcuts by its editors: Guerrero,

From

Rivera and Siqueiros. Some painters tried fresco,
while others followed Rivera in encaustic painting,
a laborious process in which the pigments were
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ground into a paste with “copal” resin, wax, and
essence of lavender, applied to the wall and melted
with a blowtorch into an enamel. Siqueiros painted
a powerful burial of a dead worker, a fresco that
was mutilated by vandals before it could be con-
cluded. The lone-wolf José Clemente Orozco paint-
ed magnificently indignant frescoes: ferocious com-
mentaries on society —"the rich feast while the
workers quarrel,” a junk heap of insignias and
decorations, a debauched drunken Justice, a wink-
ing Father God surrounded by devout harpies and
ruffions in top hats (1923-1924). Having given vent
to his rage, he returned in 1926 to paint his touch-
ing peasants and soldiers, Franciscan monks, and
mighty conquerors.

It did not take long for the conservatives to
boil over with indignant abuse of the painters and
their official supporters. They raged against the
“defiling of venerable buildings” and skits were
written deriding Rivera and his "Dieguitos.” Riots
were even staged in the Preparatory School; the
students, incited by their parents and teachers,
stoned and scratched the frescoes, mutilating many
of Orozco's. Undaunted, the Minister of Education
ordered the painters to decorate other public build-
ings, and again the artists climbed on their scaffolds,
this time with imposing revolvers in their belis.

Rivera went on painting tirelessly for six years
(1923-1929), covering the corridors of the Depart-
ment of Education with Indian markets (PL 117),
peasanis receiving lands, scenes of the Socialist
Revolution that Rivera dreamed of, portraits of his
heroes: Zapata and Carrillo Puerto; of aristocrats
and exploiters humbled by the workers, peasants
dnd soldiers; and finally, the construction of a new
Mexico as he envisaged it. There were actual por-
traits of prominent gevernment officials; Vascon-
celos, whose political ideas had disappointed Ri-
vera, was included in a group of impotent intellec-
tuals. A cabinet minister of the time, enraged to
find himsell painted as a bloated bourgeois, ap-
pealed to the President to stop Rivera but Calles
was also there, thinly disguised, among Tories,
ticker tape, and other symbols of wealth.

The technique of fresco had by that time been
perfected after some disheartening first failures.
Fresco painting was known and practised in Mex-
ico, probably since the sixth century A. D. It was
used to decorate the church-fortresses of the six-
teenth century, but it was soon abandoned and
forgotten, until revived by Rivera and Orozco. True
fresco is painted with earth colors and water on a
surfoce of wet plaster. Only an area that can be




completed in a day's work is plastered, the next
being prepared the following day and the two
joined as inconspicously as possible. The palette
of a fresco pcinter is limited; Rivera uses only ten
colors: six natural earths (oxides of iron), emerald

een, two blues, and black. Orczco uses even

gr
fewer, resorting freely te an opaque white. Fresco
painting requires great technical knowledge, speed,
and complete sureness of hand and intent, since no
alteration is possible once the plaster dries. These
frescoes, which cannot, unfortunately, be shown
here, are perhaps the greatest contribution that
modern Mexico has made o world art,

Mural painting came to a near standstill with
the conservative about-face of Calles. The younger
artists were persecuted and many fled with Si
queiros to friendly Guadalajara. Rivera end Orozco
eventually moved to the United States, where they
had exhibitions and painted murals. They returned
years later; Rivera to complete his unfinished fresco
at the Government Palace, and Orozco to paint his
most important work to date: his frescoes at the
State Capitol of Guadalajara, and at the local
University and Orphanage. While in Guadalajara,
the restless Siqueiros had stopped painting and
turned labor crganizer, becoming head of the local
Miners’ Union. In 1930, he returned to Mexico City,
only to be thrown into the penitentiary for his
political activities. In jail he painted some of his
most important pictures, which he exhibited upon
being freed a year later. He then left for California,
where he experimented with the air-brush, painting
in Duco. He returned to Mexico in 1933 to organize
a 'League against War and Fascism.” He next
established in New York o workshop for further
experiments in lacquer and lithography. When the
Spanish war broke out, he joined the Republican
army with the rank of lieutenant-colonel and led
a brigade on the Jarama front. On his return to
Mexico he set up a workshop with other artists,
Spanish, American, and Mexican. At present he has
nearly completed @ mural in the new Electrical
Workers' Union building in Mexico City

Teaching of Painting and Sculpture. In 1925
Ramos Martinez, with the young painters Vera
de Cérdoba, Diaz de Leén, Revueltas, Ledesma,
and Leal, revived the outdoor schools of painting.
This time the pupils were simple boys and girls
from the poorer suburbs and small villages, where

Indian blood predominates, and who very likely
had never looked at o painting. They were free
from all prejudice and painted what they saw as

well as they could, often creating masterpieces

of simplicity, directness, and observation. One of
the most interesting was the "School of Direct Stone
Cutters,” conducted by Guillermo Ruiz. The school
was housed in the courtyard of an old convent and
had a small zoo that provided models. The students
carved charming yet powerful statues of animals,
directly from great stone blocks. To this time also
belongs the sculptor Mardonio Magana (Pl 151),
who was already a middle-aged janitor of the out-
door school of painting of Coyoacdn when it first
occurred to him to carve a statue

Younger Generations. But it would be wrong
Rivera, Orozco, and Siqueiros
represent all the modern art of Mexico. There are

to assume that

many artists whose names make less news, but who
nevertheless have played an important part in the
movement, Some of them alse had a chanece to
paint murals when the progressive Secretary of
Education, Basscls, ordered the construction of
functional schoels in the poorer districts, designed
by the architect-painter Juan O'Gorman. These
schools were decorated by O'Gorman, Zalce, Cas-
Pacheco, O'Higgins,
érez. Tamayo paint-

tellanos, Guerrero Galvan,
Alva Guadarrama, and Reyes
ed in the School of Music, A year later the walls
of the new "Rodriguez’ public market were turned
over to O'Higgins, Alva Guadarrama, and the new
artists Pujol, Bracho, Tzab, Rendén, the American
painters Marion and Grace Greenwood, and the
sculptor Isamu Noguchi. Antonio Ruiz painted the
new building of the Cinematographer's Union, and
Revuelias was called to decorate the offices of a
bank. A new spirit of collectivism had risen among
some artists, perhaps as a reaction against the
individualism of Orozeco and Rivera., Thus Méndez,
Zalce, O'Higgins, etc., submerged their personalities
and painted a collective fresco in the government-
owned co-operative printing shop.

Not all the artists in Mexico have been active
radicals; unruffled by political upheavals, or par-
ticipating in them middly, others cultivated edsel
painting and the graphic arts: Monuel Rodriguez
Lozano, the present director of the School of Plastie
Arts, a purist who combines daring with refinement
of color and line (Pl, 122); his pupil Abrcham Angel,
whose untimely death cut short one of the most
brillant artistic carcers (Pl. 123): Julio Castellanos,
whose scant production includes masterpieces of
delicate, classic simplicity (Pl 124): Carlos Mérida,
endowed with a fine color sense, whose eagerness
for research has led him into the field of the ab-
stract (PL 121); Antonio Ruiz, whose minutely paint-
ed little pictures are naive, lively, and graceful, and

Modern Art 140




yet have solidity and grandeur. His "Street Meet-
ing"” is a candid commentary of a political moment
as he saw it.

Others among the younger generation are the
versatile and restless Carlos Orozco Romero (Pl
126); the ironical Agustin Lazo (Pl 128); the sur-
reai:;—;t Frida Kahlo, with a complex and morbid
imagination (Pl. 125); Marfa Izquierdo, earthy and
vigorous (Pl 130); Jestis Guerrerc Gal
and tender (Pl 131). Among the graphic artists it is
necessary to mention the great Leopoldo Méndez
(Pl. 143), follower of the tradition of Posada; the

lvén, sensitive

engravers Diaz de Leén (Pl. 148) and Ferndndez Le-
desma, also a fine painter (Pl 129); Gonzalo de la
Paz Pérez, Everardo Ramirez, Xavier Guerrero, Al-

varado Lang, Feliciano Pefiq, etc; the lithographers
Emilioc Amero, maker of fine color prints (Pl. 146),
Morado (Pl. 147), Anguiano F’l 149},
Arenal, Escobedo, Dosamontes (Pl 150),
Pujol, and many others.

Chavez

Gamboaq,

Thus the art of Mexico has reached a turbulent

maturity, attained only aller a dogged strugale
to the decaying

liberation of Mexi-

against the bonds that held it fast

cultures of Europe. The artistic

can art runs closely parallel to the social and

, and if the
had been

olitical liberation of the nation its

participation of the artists in this struggle

ess whole-hearted, perhaps moedern Mexican art

would never have shown its present freshness and

vigor.
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Iglesia y el Estado. No conformes los reaccionarios,
pidieron en 1861 la intervencién a Europa y ofre-
cieron el trono de México al Archiduque Maximi-
licmo de Austric. Durante su efimero reinado, el
sentimental Max sofnié con importar el refinamiento
Y la elegancia de las cortes del Viejo Mundo y
ayudd a la consolidacién del arte y del qusto euro-
peos en México. Escogid al mejor de los discipulos
de la Academia, Santiago Rebull, para pintar sus
retratos y para decorar el palacio de Chapultepec.

Los liberales de Judrez acabaron con el Imperio,
Y Maximiliano fué fusilado en Querétaro en 1867.
Sobre este episodio hay un dramdtico cuadrito de
la época en nuesitra exposicién (ldm. 112). Los
Gnicos valores reales de la Academia fueron Félix
Parra (lém. 114) y el gran paisgjista José Maria
Velasco (lam. 113), dos artistas sinceros y honrados
que nunca pintaron para halagar a la dientela
aristoecrdtica.

La Dictadura de Diaz. La joven repiblica cayéd
después bajo la dictadura de Porfirio Diaz, liberal
renegado que gobernd el pals por mds de treinta
afios y favorecié a los sefiores feudales y al capi-
talismo exiranjero. Los grandes terratenientes, es-
clavos del gusto europeo, empezaron a coleccionar
obras de arte. Era el tiempo en gue poseer un
Murille o cualquier tercer premio del Salén de
Paris daba prestigio social. El academismo contd
nuevamente con el apoyo oficial y los ariistas jé-
venes de mds porvenir fueron enviados a estudiar
a Europa: Diego Rivera, Roberto Montenegro, Atl,
Alfredo Ramos Martinez, Goitia y Julio Ruelas,
entre otros. Olficialmente seguia el mal gusto v en
1903 el Gobierno trajo al mediocre pintor espafiol
Fabrés a ensefiar en la Academia de San Carlos.
Le pagarcn catorce mil pesos por su retrato del
Cura Hidalgo, y la Academia compré su cuadro
"Los borrachos” en dieciocho mil pesos en el tiem-
po en que adquirié un Ingres por ochocientos.

Bajo la dictadura de Diaz las minas y las ha-
ciendas seguian creando fortunas; los amigos de
Don Porfirio se repartian las concesiones de ferro-
carriles y petréleo; el lujo y la prosperidad de la
aristocracia administrativa no tenian precedente. El
espiritu de la época lo revela el palacie para la
opera que se mandd construir en mdrmol italiano,
con un coste de siele millones de pesos y que
apenas tenia sitio para lo mds granado de la so-
ciedad. Lo mexicano no era bien visto. En la Ex-
posicién de Paris de 1889 México construyé su pa-
bellbn en estilo morisco! El dictador aghogé con
mano de hierro la creciente oposicién de las masas
a sus reelecciones automdticas; las tropas federales

dispararon sobre los huelguistas de Rio Blanco, se
asesinaba a los conspiradores politicos y el Partido
Demécrata se fundé secretamente en 1909. Por en-
tonces Diego Rivera hizo una répida visita a Méxi-
co y expuso sus trabajos de Europa. Atl regresé
de Paris, palpitante de anarquismo y novedades
técnicas; sus cuadros escandalizaron y empezd su
prédica de nacionalismo en el arte.

La Revolucién. Poco después el pueblo arro-
}6 a Porfirio Diaz de su trono y los estudiantes de
bellas artes expulsaron al viejo director de la
Academia de San Carlos en una huelga tormentosa
y libertaria. Al triunfo de la Revolucién Maderista
el pintor Alfredo Ramos Martinez, que habia vuelto
de Paris lleno de entusiasmo por el impresionismo,
fué nombrado Director de la Escuela de Bellas Ar-
tes; acabd con la ensefianza académica y abrié
una escuela de pintura al aire libre en Santa Anitag,
en donde los estudiontes seguian el ejemplo de
pintores ya formados, como el paisgjisia Joaquin
Clausell y el gran Goitia. José Clemente Orozco
pintaba, lejos de todos, sombrias escenas de burdel
(lém. 118), acaso como una subconsciente protesta
contra los amaneramientos pintorescos y luminosos
de los impresionistas.

Cuando en 1913 el sanguinarioc General Huerta
asesiné al apéstol Madero y se aduefié del go-
bierno, todo el pueblo se levanté en masa. Los
pintores Atl, Orozco, Goitia y Guillemin, y los es-
tudiantes Siqueiros, Miguel Angel Ferndndez, Es-
cobedo, Bolafios, Cabildo, Islas Allende y otros
muchos ce unieron a las fuerzas rebeldes. Fué en-
tonces cuando los cabecillas de chivarras y enor-
mes sombreros salieron a vengar a los peones in-
digenas; fué la época del fabuloso Pancho Villa
y del insurgente Emiliano Zapata, cuyo grito de
“{Tierra y libertad!” se convirtié en el lema de la
revolucién agraria. Otros intelectuales se unieron
al movimiento, entre ellos José Vasconcelos, quien
habria de abrir después las puertas a la revolucién
del arte mexicano.

Incertidumbre y desastre. En esta atmésfera
de incertidumbre y desastre florecié la prensa de
combate. La caricatura siempre fué una podero-
sa arma politica en México. Y asf como en el tiem-
po de Judrez el periédico liberal “La Orquesta”
atacé sin piedad a conservadores e imperialistas
en las espléndidas litografias de Herndndez, Es-
calante y Villasana (l&m. 140), en la época de la
Revolucién las feroces caricaturas de Orozeo v de
Cabral hacian y deshacian reputaciones politicas.
La masa analfabeta del pueblo sabia de la histo-
ria del momento por los “corridos”, especie de
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epopeya fragmentaria impresa en hojas sueltas de
color, que se cantaba y vendia en los mercados y
en los campamentos militares. La mayor parte de
estas hojos salian de la imprenta de Vanegas
Arroyo, en donde el modesto y genial grabador
José Guadalupe Posada (lém. 141) habia trabaja-
do casi toda su vida. Su fantasia y sus grabados
ingenuos se impusieron a la imaginacién popular;
gustaba de dibujar grotescos esqueletos con chis-
tera y tacones altos, en situaciones ridiculas; tenia
un humorismo de panteén, tan oportuno en aquel
momento, ¥y su inspiracién macabra heredaba algo
de aquel gusio por la muerte que apasioné al
México precortesiano. En el dia de muertos pu-
blicaba Posada sus “calaveras”, serie de retratos
de politicos y olras personalidades “en esqueleto”,
con un epitafio irénico. En 1915, cuando las tropas
de las diversas facciones entraban y salian de la
capital, José Clemente Orozco expuso sus pinturas
en una modesta libreria. Se pensaba que Orozco
era caricaturista y la exposicién pusé casi desaper-
cibida; pero algunes artistas e intelectuales que-
daron hondamente conmovidos por su sentido tré-
gico y su técnica torturada y sombric.

Arte y Revolucién. Por el 1919 parecié triunfar
la Revolucién. Un gobierne de artistas revolucio-
narios te instalé en Jalisco; el pintor Zuno, Go-
Estado,
de la Cueva, Romo y otros, convocéd a un congre-
so de "pintores-soldados’’ para discutir las nuevas
orientaciones del arte y la cultura. Siqueiros, Oroz

bernador del en compania de Amado

co Romero y ofros fueron enviados al extranjero.
Diego Rivera y Siqueiros discutieron apasionada-
mente en Paris sobre nuevas ideas de politica y
arte, y este fltimo publicé después en Barcelona
(1921) un manifiesto atacando los ideales europeos
y delendiendo la estética revolucionaria ¥y un retor-
no al vigor constructivo del arte indigena. Rivera,
que habia vivido en Paris tres afics de cubismo,
volvié a México pasando por Italia, en donde es-
tudié los grandes frescos, los mosaicos bizantinos
y las reliquias efruscas, que le recordaron la fuerza
plastica de los antiguos mexicanos.

Renacimiento artistico. Entre tanto, todo con-
tribula en México al nuevo renacimiento. La in-
quietud estética y politica de los artistas jovenes
estaba en su punto; Vasconcelos, nombrado Secre-
tario de Educacién Pablica, tenfa un vasto progra-
ma en que el arte —no se sabia cudl ocupaba
un lugar importante; algunos intelectuales hacian
propaganda sindical entre artistas v obreros. Del
interior y del extranjero llegaban a la capital nue-
vos elementos. De Guadalajara vinieron De la

i43 Arte Moderno

Cueva y Xavier Guerrero, y regresé de Europa
Orozco Romero. De Guatemala llegé Carlos Méri-
da, cuyas obras impresionaron por sus temas indi-
genistas. Jean Charlot cayé de Paris, duefioc de
una técnica moderna y hambriento de nuevas ex-
presiones pldsticas. El lider mdrtir Felipe Carrillo
Puerto, que gobernaba Yucatén y tenia fe en que
México se salvaria por el indio, invité a Vascon-
celos, Rivera y Best Maugard a que pulsaran las
aspiraciones artisticas y sociales del pueblo yuca-
teco. Ganaba fuerza el movimiento en faveor de las
artes populares que, afios antes, habian iniciado
Jorge Enciso, Atl y Montenegro, a quienes se debe
la primera exposicién formal de objetos fabricados
por el pueblo, y Best Maugard, que decord un
"ballet” mexicano para la Pavlova (1918) y orga
nizé en Chapultepec un festival de danzas popu-
lares, ¥ que contrarresté el mal gusic de tono

europeo creando escuelas nacionales
un sistema de dibujo que llegaron a practicar
cerca de doscientos mil estudiantes de todas edades.

Pintura mural. Los artistas jévenes enconira-

para las

ron en Diego Rivera un maestro Y un campeodn.

En la casa de éste se preparaban las batallas, se
escribion los manifiestos, se fraguaban los com-
plots. Vasconcelos cumplié su anhelo de crear un
arte para el pueblo entregando « los artistas los
muros de los edificios piiblicos, y aungque tachabd
de "feismo” las figuras indigenas de labios gruesos,
cuerpos bastos y pies cuadrados, que hacian los
pintores, dejé a éstos en libertad para escoger sus
temas, por mds radicales que fueran. Simulténea

mente los artistas subieron a los andamios: Mon-
tenegro y Xavier Guerrero decoraron la vieja igle- -
sia de San Pedro y San Pablo, dedicada a =ala
de conferencias, y la escuela anexa. El imponente
edificio de la Escuela Nacional Preparatoria fué
entregado a Diego Rivera y su grupo: Alva de la
Canal, Revueltas, Cahero, Leal, Charlot y Siquei-
ros (1922-1922), miembros todos del Sindicato de
pintores y escultores, que publicé un periéddico
radical de combate, “El Machete”, impreso en rojo
¥ negro. Algunos pintores ensayaron el fresco; otros
siguieron a Rivera y pintaron a Ig encdustica, pro-
cedimiento complicado en que los colores se mue-
len con copal, cera y esencia de espliego, y se
funden después a fuego en el muro como un es-
malte. Siqueiros pinté un vigoroso entierro de un
obrero, gue manos criminales destruyeron antes
de terminado. El hosco e independiente Orozco
pinté grandes frescos, magnificos de indignacién,
mostrando banquetes de ricos y luchas de traba-

jadores, basureros de insignias y condecoraciones,




una Justicia borracha, un Padre Eterno guifiando
complicidad, rodeado de viejas beatas y rufianes
de levita (1923-1924). Ya deschogado, pinté con-
movedores campesinos y soldados, frailes francis-

canos y fuertes conguistadores.

No tardaron mucho los conservadores en des
hacerse en ataques contra los pintores y sus defen-
sores en el Gobierno. Se hablé de que “estaban
profanando edificics venerables”, v las zarzuelas

Los estu-

ridiculizaron a Rivera y sus “Dieguitos
diantes, azuzados por sus familias, hicieron un

ruidoso motin, apedrearon los frescos y danaron
irreparablemente algunos de Orozeo, Fl Secretario
de Educacién, inconmovible, crdend gue siguiera
la decoracién de los edificios piiblicos. De nueve
dscendieron los pintores a sus andamios, esta vez
armados de pistolas.

Diego Rivera trabajé sin descanso durcmte seis
anos (1923-1929)-

taria de Educacién fiestas indigenas, ferias y mer-

pintd en los muros de la Secre

cados (lam. 117), manifestaciones obreras, distribu-
ciones de ejidos, escenas de la esperada revolucién
socialista, retratos de Zapata v de Carrilla Puerto,

(1)

scenas de aristécratas y explotadores humillados

por cbreros, campesinos y coldados, v

nie,
la reconsiruccién de México, Retraté o personajes
politicos y miembros del gobierno, entre ellos g
Vasconcelos, cuyas ideas politicas no compartiq,
en medio de un grupe de impotentes intelectuales.
Un Secretaric de Estado, furioso porgue se descu-
brig entre los burgueses, pidié al Pr dente que
interviniera, pero Calles no guiso hacerlo porgue se

nbién, ligeramente disfrazado, entre los

que consultaban: las cotizaciones de

Por entonce

la téenica del fresco, después de

desconsoladores. fracasos, se habia perfeccionado.

El procedimiento habia sido conocide en México

probablemente desde el siglo VI, En el siglo XVI,

s

a raiz de la Conquista, se usé para decorar los pri-

meros

onventes, Hacla mucho que habia sido ol-
vidado cuando Rivera y Orozco lo reviven. Para la

pintura al fresc
<

se usan tierras de colc

y de agua
sobre una superficie de mezcla hiimeda de la que
se prepara diariamente la extensién que se va a
pintar, cuidande que las diversas partes queden
bien unidas. La paleta del pintor al fresco es muy
limitada: Rivera usa sélo diez colores (seis tierras
naturales de éxidos de fierro, verde esmeralda,
dos azules y negro) y Orozco menos, con la pecu-
liaridad que recurre constantemente a un blanco
opaco. La pintura al fresco requiere abundantes
conocimientos técnicos, rapidez de ejecucién, se-

guridad de mano y de propésito, pues no es
posible corregir una vez que la mezela estd seca.
Los Irescos mexicanos de nuestro tiempo, de los
que es imposible dar una idea aqui, son sin duda
mds alta contribucién del México moderno al
arte universal,

lex

La decoracién mural casi se paralizé cucndo
los artistas revolucionarios empezaron g ser perse-
guidos. Sigueirog y un grupo de pintores huyeron
a Guadalajara. Rivera y. Orozeo acabaron por sa-
lir @ los Estados Unides, donde expusieron sus obras
y trabajaron en pinturas murales. Volvieron o
México anos después, el primero a terminar su

gran fresco en el Palacio Nacional, y Crozco a

realizar sus obras maestras en el Palacic del Go-
bierno, la Universidad v el Ho

cio de Guadalajara
sta ciudad el inquieto Siqueiros se dedicd de
lleno al laborismo y dirigié el Sindicato de Mine-
ros. Al volver a México fué encarcelado por cues-

En e

tiones politicas: al salir libre expuso los importan-
tes cuadros que habla pintado en la prisién. Fué
luego a California, donde ensayd la pintura en du-
Al volver a México en 1933 organizd la "Liga
contra la guerra v el facismo”. Establecié después
en Nueva York un taller de lacas y litografia.
Durante la Revolucién Espafiola se afilié en las filas
republicanas, alcanzé el grado de teniente coronel
y mandé una brigada en el frente de Jarame. Al
volver a Mé

tico instalé un taller con artistas mexi-
canos, americanos y espanoles. Actualmente decora
el nuevo edificio del Sindicato de Electricistas,
Escuelas de pintura y escultura, En 1935 Al-
fredo Ramos Martinez, con los jévenes pinto-
res Vera de Cérdoba, Diaz de Leén, Revueltas,
Ferndndez Ledesma y Ledl, revivieron las escuelas
de ‘pintura al aire libre. Su poblacién escolar la
formaban nifics de los barrios mds pobres y de
los poblados préximoes a la capital, en su mayoria
indigenas, que acaso nunca habian visto un cuadro.
Pintaban lo que vefan, v a veces lograban obras
maestras de sencillez v fina observacién. Otro en-
sayo interesante fué la “Escuela de talla directa”,
que dirigia el escultor Guillermo Ruiz. En el patio
de un viejo convento habia animales sueltos o en-
jaulados que los estudiantes copicban directamen-
te en blogques de piedra. A esta época pertenece
el escultor Mardonic Magafia (ldm. 151), hom-
bre ya maduro, a quien siendo portero de la es-

cuela de arte de Coycacdn, se le ocurrid un dia
empezar a labrar piedra.

arte moder-
ne no es solo Rivera, Orozco y Siqueiros, Hay una

Nuevas generaciones. Pero el

multitud de artistas cuyos nombres no aparecen
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106 UNKNOWN: “'Such Is Life.” @il on canvas. 31 x 46 1/2 inches. Lent by the M. A. P. Pepular painting of the

107

‘pulquerfa” salcon.
ANONIMO: "Esta es la Vida.” Oleo scbre tela. 79 x 118 cmts. Prestado por el M. A. P. Pintura popular del siglo

XIX, probablemente una decoracién de pulgueria.

19th century, perhaps a decoration of a

UNKNOWN: “Banquet to Gen. Ledn in Qaxaca.” 1844. Oil on canvas. 21 3/4 x 32 11/16 inches, Lent by M.N.
Characteristic of the taste of the new Mexican middle class of the 19th century,

ANONIMO: "Banguete al General A. Leén en Oaxaca.” 1844, Oleo sobre tela. 55 x 83 ctms. Prestado por el
M. N. Este cuadro es tipico del gusto predominante de la clase media mexicana del siglo XIX.
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108 UNKNOWN: "Child with dog."” Late 18th century. Oil on canvas. 153/4 x 11 1/4 inches. Lent by M. N. Precursor
of the 19th century provincial portrail style.
ANONIMO: "Retrato de Nifia."”" Fines del siglo XVIII. Oleo sobre tela. 40 x 28.5 ctms. Prestado por el M. N. Pre-
cusor de los retratos populares del siglo XIX.

109 ESTRADA, José Marfa: '"Woman with Fan." Between 1839-1850. Qil on canvas. 26 3/4 x 19 7/8 inches. Lent
by Roberto Montenegro. Estrada was a modest provincial whose portraits were renowned in his native Guadalajara
for their striking likenesses.

ESTRADA, José Maria: "Retrato.' Entre 1839-1850, Oleo sobre tela, 68x 49 cmts. Prestado por Roberto Mentene-
gro. Estrada fué un modesto pintor de provincia, famese en Guadalajara por la exactitud y el parecido de sus retratos.
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110 FONSECA, Apolinar: “‘Still Life.” 1852. Oil on canvas. 28 1/2 x 38 1/2 inches. Lent by Reberto Montenegro.

The ins

1PLORn rea

"Study painted by Apolinar Fonseca, Guanajuato, the 28th of December, 1852. I have the
sdicating it to Sefiorita Defia Marfa Marmolejo, an amateur of our beatiful Art.”
FONSECA, Apclinar: “'Bodegén para Comeder.”

Montenegro. La leyenda dice:

1852. Oleo scbre tela. 72.5 x 98 cmts. Prestado por Roberlo

Estudio pintade por Apolinar Fonseca. Guanajuato, Diciembre 28 de 1852. Tengo
el honor de dedicérselo a la Sefiorita Dofia Maria Marmolejo como alicicnada de tan bellisimo arte.’"
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112

MENDOZA, Franciscode P: “Battle of Silao.” 1861. Qil on canvas. 30 3/4 x 41 1/2 inches.

Nacional de Aniropologia e Historia. Battle between the conservatives and the liberal forces of ]
wars of the Reform,

MENDQZA, Francisco de P: "Batalla de Silao.”” 1861. Oleo scbre tela 78x 105.5 cmts. Prestado por el Instituto

Nacional de Antropologia e Historia. Batalla entre los Conservadores y los Liberales de Judrez durante las guerras
de Reforma.

udrez during the

LAGUELLE, E: “Execution of Maximilian.” 1868. Qil on canvas. Lent by the M. A. P. The execution of Maximilian
(right}) with his two generals, Miramén and Mejfa, reestablished the Republic of Juarez.
LAGUELLE, E: “Fusilamiento de Maximiliano.” 1868. Oleo sobre tela, P

o por el M. A. P, El fusilamiento de
Maximiliano (derecha) con sus generales Miramén y Mejfa restablecié la R
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113 VELASCO, José Marfa: "The Valley of Mexic

co." 1891. QOil on canvas,
Velasco, pupil of the Italian Landesio, was the finest of the M

17 3/4 x 24 inches. Lent by P.P.B. A,
exican 18th century landscape painters, renowned for
his pictures of the Valley of Mexico.

VELASCO, José Marfa: “"Paisaje del Valle de México." 1891. Oleo sobre tela. 45x 61 cmts. Prestado por la P.P.B.A.
Velasco fué el més aventajado discipulo del pintor italiano Landesio ¥ fué notable por sus magnificos paisajes
del Valle de México.
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114 PARRA, Felix: “Still Life.”” 1845. Qil on canvas. 19 1/4 x 38 1/2 inches. Lent by P.P. B. A. A cor

| 115

o

cientious,
orderly painting by the master of the 19th century academic period whose work is characterized by a sensitive
realism.

PARRA, Felix; "Bodegén.” 1845. Oleo sobre tela. 49 x 98 cmts. Prestado por la P. P. B. A. Una concienzuda y

ordenada pintura por el gran maestro del periodo académico, cuya obra se distinguié por su sensibilidad
y realismo.

115 TELLEZ.-TOLEDQ, Juan: “'The Seance.” Oil on canvas. 69 x 59 inches. Lent by P, P. B. A, Téllez was the most

accomplished representative of the Spanish school that preva

i in Mexico before the 1910 Revolution.
TELLEZ TOLEDO, Juan: "Las Espiritistas.”” Olec scbre tela. 175 x 150 cmts. Prestado por la P. P. A. B, Téllez
fué el més digno representante de la escuela espafiola que prevalecié en México antes de la Revolucion de 1910,
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116 ATL, Doctor: “Landscape.” 1930, “Aqua-.resina’ (“'Atl-color') on Celotex. 25 x 37 inches. Lent by the Galerfa
de Arte Mexicano, Mexico, D. F. Dr. Atl has painted practically every aspect of the volcances Popocatepet] and
Ixtaccihuatl and the many extinct craters that dot the Valley of Mexico. This picture, erganized into a construction
of strong, sober masses and painted in colors of Atl's own invention (base of copal resin and wax), has as ifs
principal motif the characteristic crater seen in the right background of Velazco's "'The Valley of Mexico™ (P, 113),

ATL, Doctor: “Paisaje.” 1930. “Aqua-resina’’ (''Atl-color’) sobre Celotex. 63.5 x 94 omts. Prestada por la Gale-
ria de Arte Mexicano, México, D. F. El Doctor Atl ha pintado los volcanes del valle de Méxice en todos sus aspec- !
tos. Este cuadro estd pintado a la ' medie inventado.por Atl que lleva como base el copal y la cera, 1
y tiene como motivo principal el mismo crater que se ve en el fondo a la derecha del paisaje del Valle de México
por Velazeo (Lam. 133).

'agua resina,’
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117 RIVERA, Diego: ""The Day of the Dead''.1925. Fresco. Mexico, D. F. Photograph by Alvarez Bravo. (Not in exhibntion.)

From the series on Mexican festivals which decorate the patios of the Secretaria de Educacion Piblica, Mexico, D. F.

Rivera has painted himself in the picturesgue crowd.

RIVERA, Diego: “El Dia de los Muertos." 1928. Fresco, M
estd en la exposicién,) De la serie de as que decoran los patios de la Sec
ca. La fiesta del Dia de los Muertos, cada 2 de n
de los muertos y en ella se venden crénecs de dulce, esqueletos
mo entre los concurrentes.

éxico, D. F. Fologralia por Manuel Alvarez Bravo. (No

etaria de Edu

i1

stas mexicea

oviembre, combina el dia de Todos S
iete y en

ierros chuscos, junto con refrescos

de jug

y comida. Rivera se ha pintado a
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ORQZCO, José Clemente. ''Brothel Dance''. Qil on canvas. 29 3/4 x 38 1/2 inches. Lent by Central Art Gallery,
Mexico, D. F. Perhaps the most important work of the brothel series Orozco painted between 1909-1915.
OROZCO, José Clemente: "Baile de las Pirujas.”” Oleo sobre tela. 75.5 x 98 cmts. Prestado por la Central Art Gal-
lery, México, D. F. Tal vez la pintura méds importante de la serie de escenas de burdel que Orozco pinté entre
1909-1915, posiblemento como protesta contra los retratos elegantes y los cuadros de flores de la época.

OROZCO, José Clemente: “'Zapatistas.”” 1931. Qil on canvas. 45 x 55 inches. The Museum of Modern Art. Scene
from the agrarian movement of Emiliano Zapata.

OROZCO, José Clemente: ‘'Zapatistas.’” 1931. Oleo sobre tela. 114.5 x 140 cmts. The Museum of Modern Art,
Nueva York. Los Zapatistas fueren los campesinos indigenas desposeidos de sus tierras que siguieron a Emiliano Za-
pata, lider del movimiento agrarista de 1910 4 1919.
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RODRIGUEZ-LOZANO, Manuel: "The Ruler.” 1935. Qil on canvas. 78 3/4x 43 1/4 inches. Lent by the artist.
One of a group of paintings intended for a room decoration. An unusual concep
color with simple, archaic lir

ion uniting clean

and refined
1e and form. Rodriguez-Lozano’s work has a strange mystic intensity e

=d in
modern esthetic terms.

RODRIGUEZ LOZANO, Manuel: "La Re
Parte de un grupo de |
refinamiento de

' 1938. Oleo

adas a la deccraci

sobre tela. 200x 110 emts. Prestade por el arlista,
'n de una sala. Rodriguez Lozanao ¢
lor con un atrevido y arcaico sentide de la linea y de la forma. La
tiene una misteriosa intensidad mistica a la vez que obedece a la disciplina moderna.

nturas destin

nbina un gran
sbra de Rodriguez Lozano
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123 ANGEL, Abraham: "The Sweethearts.”” 1924. Oil on cardboard. 48 x 36 inches. Lent by Miguel Covarrubias.
This pupil of Rodriguez-Lozano, died at the age of ninateen leaving about thirty pictures full of direct, poetic
charm and a splendid sense of color. The majority of his work was painted in the last year of his life.

ANGEL, Abraham: “'Los Novics.’' 1924. Oleo sobre cartén. 122 x 91.5 cmts. Prestado por Miguel Covarrubias.
Abraham Angel fué el més notable discipulo de Rodriguez Lozano y pinté activamente un afic antes de su muerte,
dejdandonos treinta magnfficos cuadros sencillos e ingenuos con un gran sentido del color. Toda su obra, con 1
excepcidn de tres pinturas, estdn en la coleccién del mecenas Francisco Iturbe., :
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124 CASTELLANOS, Julio: "The Day of San Juan.” Oil. 15 3/4x 19 inches. Lent by the artist. The day of Saint
John, a traditicnal holiday in which the populace flocks to the public swimming pools, has given the artist an
opportunity to exercise his mastery of composition. Castellanos’ work is the product of a serene talent, severe
technical discipline, and a keen plastic sensibility.

CATELLANQS, Julio: "El Dia de San Juan.*' Oleo. 40x48 cmts. Prestado por el artista. El Dia de San Juan es una
fiesta tradicional en la que el pueblo acude a las albercas piblicas, tema que ha dado oportunidad al pintor para

hacer derroche de su delicada sensibilidad pléstica, su serenidad en la composicién y su severa disciplina
téenica.
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125 KAHLO, Frida: "The Two Fridas.”" 1939, Oil on canvas. 67 1/4x67 1/4 ir Lent by the artist. Almost all the
paintings of Frida Kahlo are autobicgraphical episodes expressed in a surrealist dream language.
KAHLO, Frida: “Las Dos Frida 1938. Oleo sobré tela. 171 x 171 cmts. P
pinturas de Frida Kahlo son aute

bioaréficas, expresadas en ur
¥ motivadas por estados

nes,

restade por la artista, Casi todas las

1 lenguaje de ensuefio verdaderamente surrealista
de la mentalidad de la artista,

zologic
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ieriste.”” Qil en e

GOITIA, Fran o: “"Tata Jes
Jesucristo”' (Lord Jesus), which Goitia has give
representation of an Indian wake.

GOITIA, Francisco: "Tata Jes
Jesucriste'’, que Goitia ha dado a

E. P. The title, "Tata

; to the note of despair in its dramatic

(‘.-..I‘lr_‘l_. sobre 1

P. El titule de "Tata
su obra maestra la nota de desesperacién en este dramético

cuadro de un velorio indigena.
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126 ROMEROQ, Carlos O: "‘Portrait of Marfa.'" 1937. Qil on canvas, 37 7/8 x 31 1/4 inches. Lent by the artist.

A foreeful portrait of the artist's wife in the traditional style of Mexican mural painting.

ROMERQ, Carlos O: "Retrato de Marfa.”” 1337. Oleo sobre tela. 96x79.5 emts. Prestado por el artista. Un
fuerte retrato de la esposa del pintor tratado en el estilo tradicional de la pintura mural mexicana,
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127 COVARRUBIAS, Miguel: "The Bone.'* 1940, Oil on canvas. 30 x 24 inches. Lent by the artist. A satirical portrait
of a Mexican provincial bureaucrat. In Mexico the bone has a double meaning symbolical of an easy govern-
ment job.

COVARRUBIAS, Miguel: “'El Hueso." 1940. Oleo sobre tela. 91.5x62.5 cmts. Prestado por el artista. Retrato
satirico de un burécrata de provincia. El hueso en México es simbolo de un jugoso emplec en el gobierne.
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o.” 1985. Duco on wood. 36 x 28 3/4 inches, Lent by Marfa Asénsolo.

1 California about 193 2. He handles this new medium

Siguerios beyan his experiment:

with masterful sensit

lo por la

2, llegando
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128 LAZO, Agustin: 'Seascape.’’ Qil on canvas. 25 3/4x 28 1/4 inches. Lent by the artist. A modern esoteric
poetical concept in terms of an old pastoral mood; subtly ironic, sensitive and brilliant in color.

LAZO, Agustin: “Marina.” Oleo sobre tela. 65.5x 72 cmts. Prestado por el artista, Un moderno y esotérico
concepto poético, irbnicamente bucélico y anticuario pintado con sensibilidad y riqueza de color.

129 FERNANDEZ.-LEDESMA, Gabriel: "“Adobe-House.” 1939. Qil on canvas. 19 3/4x 23 5/8 inches. Lent by the
artist. In this sensitive landscape the fine color key in blues, grays and purples creates an atmosphere of poetic
melancholy.

FERNANDEZ LEDESMA, Gabriel: 'La Casa de Adobes.” 1939. Oleo scbre tela. 50 x 60 cmts. Prestade por el
artista. La fina gama de grises, azules y violetas de esta solitaria casa en construccién hace resaltar la melancolia
poética de este delicado paisaje.
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130 IZQUIERDO, Marfa: "My Nieces.” 1940. Oil on plywood. 55x 39 1/2 inches. Lent by the artist. Earthy and vigor-
ous, with a passionate interest in textures and brilliant color, the work of Marfa Izquierdo is typical of the modern
Mexican school of painting.

IZQUIERDO, Marfa: “"Mis Sobrinas.” 1940. Oleo sobre madera. 140 x 100 cmts. Prestado por la artisla. Vigorosa

y terrenal, con un interés apasionado por las texturas y por el color brillante, la obra de Marfa Izquierdo es tipica de
la escuela de pintura mexicana contemporénea,
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131 GUERRERO-GALVAN, Jestis: “'‘Children.” 1939. Oil on canvas. 53 3/4 x 43 1/4 inches. Lent by John E. Abbott.
The solid proportions of pre-Spanish art, finesse in drawing, and a sensitive blend of earth colors are characteristic
of this young painter.

GUERRERO GALVAN, Jestis: “'Nifios.” 1939. Oleo sobre tela. 146.5x 100 cmts. Prestado por John E. Abbott.” La
pesantez y proporcién precortesianas, unidas a la fineza de un dibujo italiano, los delicados ocres dorados, tierras
rojas y rosas son elementos caracteristicos de la obra de este joven arfista.
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Q. TAMAYO, Rufino: "Pretty Girl.” Oil on canvas. 48 x 36 inches.
A happy combinalion of the Mexican plastic sense of
of view of Modern European painting.

TAMAYO, Rufino: “Nifia Bonita.” Oleo sobre tela. 122 x91.5 cmts. Prestado por la Galerfa de Arte-Mexicano,

México, D. F. Una combinacién acertada del espiritu pléstico mexicano en forma, color Y composicidn, con la
sabidurfa de oficio y punto de vista de la pintura ¥noderna europea.

Lent by the Galerfa de Arte Mexicano, Mexico, D, F.
form, color and composition, with the knowledge and point
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132 ZALCE, Alfredo: ""War of Nerves.” 1939. Duco on plywood. 36x 24 1/2 inches. Lent by the artist. Man as a
victim of unrestrained war propaganda, painted in a new medium and in a fine scale of grays and slate blues.

i ZALCE, Alfredo: "'"Guerra de Nervios.” 1939. Duco en madera. 91.5x62.5 cmts. Prestado por el artista. El hombre !
victima de la desenfrenada propaganda por la guerra, pintado con un nueve medio y en una finisima gama degrises ‘ :
:

azul-pizarra.

133 MEZA, Guillermo: “"Head.'" 1940. Oil on paper. 18x 15 inches. Lent by Monroe Wheeler. A vigorous and mature
surrealist conception by the youngest artist of the new generation. :
MEZA, Guillermo: ‘'Cabeza.’’ 1940. Oleo en papel. 45.5 x 38 cmts. Prestade por Monrce Wheeler. Una vigorosa y
madura concepcién surrealista por el més joven pintor de‘la nueva generacién. !
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134 CASTILLO, Fernando: "Vegetables.” 1935. Qil on cardboard. 15 3/4x 20 1/2 inches. Lent by the Galerfa de
Arte Mexicano. By a former pupil of the Open Air schools, this picture, fresh in color and original in composition,
reveals the intuitive plastic sense characteristic of the Mexican popular arts.

CASTILLO, Fernando: "Legumbres."” 1935. Oleo sobre cartén. 40 x 52 cmts. Prestado por la Galerfa de Arte Me-
xicano. Solamente la modesta simplicidad de artistas como Castillo, discipulo de las escuelas al aire libre, puede
producir tal sentido intuitivo del color ¥ de la composicién asf como tal frescura y vigor,

135 TEBO: “The Mother.” 1937. Oil on cardboard. 9% 6 1/8 inches. Lent by Manuel Rodriguez-Lozano. This small

portrait of the artist's mother has the striking grandeur and intensity which characterizes most of Tebo's work.

TEBO: "La Madre.” 1937. Oleo sobre cartén. 25x 15.5 cmis. Prestado por Manuel Rodriguez Lozano. En este pe-
quefio retrato de la madre del artista se advierte la majestuosa intensidad que caracteriza la obra de Tebo.
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136 PACHECO, Mézimo: “"The Watercarriers.’’ (Fragment.) Pencil drawing. 23 3/4 x 17 3/4 inches. Lent by Frances
Toor. An early work by the Indian Pacheco. He paints with primitive freshness and naiveté in a spirit of protest
against the misery and exploitation of his race.

PACHECO, Maximo: ‘'Los Aguadores.” (Fragmento.) Dibujo a lapiz. 60.5x 45 cmts. Prestado por Frances Toor. Una
obra de la juventud de Pacheco, que pinté conmovedoramente en un espiritu de protesta contra la miseria y explo-
tacién de la raza indigena.

137 ALONSO, Mario: "Bull and Cow."* 1938, Ink and watercolor. 9 1/2 x 10 3/4 inches. Lent by the artist. One of the
younger artists with unusual sensibility and strong imaginative vision.
ALONSO, Mario: “'Los Toritos. 1938. Tinta y acuarela. 24 x 27.5 cmts. Prestado por el artista. Un pintor de la
nueva generacién dotado de rara sensibilidad y de gran imaginacién.
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ILLUSTRATIONS. (138) Burin engraving by Francisco Agiiera, 1792, from “The Marvelous Life of Death." (139)
"Watercarrier."" Anonymous lithograph, 1844, from "'La Ilustracién Mexicana," (140) Lithograph by Constantino
Escalante for "'La Orquesta,’’ mid-19th century political paper. All lent by Francisco Diaz de Leén.
ILUSTRACIONES. (138) Buril de Francisco Agiiera para la obra "La Portentosa Vida de la Muerte.” 1792. (139)
“Aguador." Litografia anénima de "‘La Ilustracién Mexicana.” 1844. (140) Litografia de Constantino Escalante
para "La Orquesta,' periédico politico de mediados del siglo XIX. Prestados por Francisco Diaz de Ledn.
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POSADA, José Guadalupe: ''Calavera Huertista.”” 1913. Wood engraving. 8 1/2x 8 1/2 inches. From the bock
"Posada," by Frances Toor. A caricature of the bloodthirsty dictator Huerta.

POSADA, José Guadalupe: “Calavera Huertista.’" 1913. Grabado en madera. 22 x 22 cmts. De la edicién “Posada’’
por Frances Toor. Una feroz caricalura del sangriento dictador Victoriano Huerta.

POSADA, José Guadalupe: "Calavera Quijotesca." Wood engraving. 5 1/2x 10 3/4 inches. From the book
“"Posada", by Frances Toor. This and the above are illustrations from the popular sheets called “'corridos,” “ejem-
plos," “'sucedidos’’ or “calaveras,'’ sold for a few centavos in market places.

POSADA, José Guadalupe: ''Calavera Quijolesca.” Grabado en madera. 16 x 27 cmts. De la obra "'Posada’’, por
Frances Toor. Este y el anterior son ilustraciones para las hojas populares llamadas ‘‘corridos’, “‘ejemplos’,
“sucedidos'’, o “calaveras'’.
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OROZCO, José Clamente: “Fire,”” 1939, Fresco. Hospicio, Guadalajara, Jalisco. One of Orozeo's most powerful
recent conceptions is the central figure, Fire, of the composition representing the four elements in the dome of the
Guadalajara Orphanage.

OROZCQ, José Clemente: “El Fuego.” 1939. Fresco. Hospicio, Guadalajara, Jalisco
concepciones de Orozco es la figura central, El Fuego, de la composi

Una de las més importantes

n gue representa los cualro elementos,
pintada recientemente en la clipula del Hospicio de Guadalajara,
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143 MENDEZ, Leopoldo: (143) "'Proletarian Hand.” Wood engraving. 8 1/2x4 3/4 inches. Lent by Miguel Covarrubias.

& (144) “"Parade.”” 1933. Wood engraving. 4 1/2x 6 1/2 inches. Lent by Fran
144 MENDEZ, Leopoldo: "'La Mano del Pueblo.' Grabado en madera. 20.5x% 12 ¢

(144) “El Séquito."" 1933. Grabado en madera, 11.5 x 16. emis. Prestado por Francis
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» Diaz de Leén.

restado por Miguel Cavarrubias.

co Diaz de Ledn.




145 CHARLOT, Jean: "'Mother and Child.” 1934. Color lithograph. 273/4x 18 inches. The Museum of Modern Art,
New York. The impressions gained by Charlot during his stay in Yucatén in 1926 persist throughout hiswork.

CHARLOT, Jean: "'Madre."" 1934, Litograffa a color. 70.5 x 45.7 cmts. Museum of Modern Art, Nueva York. Las
impresiones recogidas por Charlot durante su estancia en Yucatén en 1926 persisten a través de toda su obra,

146 AMERO, Emilio: "'The Fire.”” 1936. Color lithograph. 25 7/8x 19 inches. Lent by Rosa Covarrubias. Amero and
Charlot are modern masters of the color-lithographic technigue.
AMERQ, Emilio: “Incendio.”” 1936. Litograffa a color. 65,7 x 48.2 cmts. Prestada por Rosa Covarrubias. Amero ¥
Charlot son maestros modernos de la técnica de la litografia a color.
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147 CHAVEZ-MORADOQ, José: ‘Fastoreta. 1929. Lithograph. 25 1/2x 19 11/16 inches. Lent by the Taller de Grafica
Popular, Mexico, D. F. The fradition of the medieval mystery play is carried on in this Mexican Indian version.
CHAVEZ MORADO, José: “'Pastorela.” 1939. Litografia. 64.7 x 50 cmts. Prestada por el Taller de Grética Popular,
México, D. F. La tradicién del ""Teatro de los Misterios” llega a nosotros en esta escena popular.

148 DIAZ DE LEON, Francisco: "Seated Nude.' 1930. Wood engraving. 4 3/8x 3 3/4 inches. Lent by the artist. This
engraving shows the mastery of craft which distinguishes Diaz de Lebn's work.
DIAZ DE LEON, Francisco: "‘Desnudo.’” 1930. Grabado en madera. 11x9.5 cmts. Prestado por el artista. Este
grabado ofrece como toda la obra de Diaz de Le6n gran dominio técnico y conocimiento de oficio.
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149 ANGUIANO, Ratl: “Leper Women." 1939, Lithograph. 19 1/2x 25 1/2 inches. Lent by the Taller de Gréfica

1!

B

0

Popular, Mexico, D. F.

ANGUIANO, Ratl: 'Leprosas.’” 1939. Litograffa. 40 x 64.6 cmis. Prestada por el Taller de Gréfica Popular,
Méxic‘::, D. F.

DOSAMANTES, Francisco: “Soldier.’” Lithograph. 25 1/2x 19 11/18 inches., Lent by the Taller de Gréfica
Popular, Mexico, D. F.

DOSAMANTES, Francisco: “El Soldade.” Litograffa, 64.7 x 50 cmis. Prestada por el Taller de Gréfica Popular,
México, D. F.
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MAGANA, Mardonio: "Woman and Child."” Conglomerate limestone. 33 inches (with pe
artist. The works of Magafia, carved directly , are deeply human in feeling.
MAGANA, Mardonio: “"Mujer con Nifi antera. 84 cmts. (con pedestal). Pre

ora, es ingenua y de gran emoci

in wood or stone

én plastica.

ORTIZ-MONASTERIO, Luis:
Mexicano, Mexice, D. F. Ortiz-Monasterio t
the art of our time.

e. 15 1/8 inches (with pedestal). Lent by the

“Victory."" 1935.

ts gualities of Az ulpture with a cl

ar understanding of

ORTIZ MONASTERIO, Luis. ''La Victoria.”
Arte Mexicano, México, D. F.

pero cor

. Marmol. 3B.2 cmts
cultura de Ortiz Monas
s de sus valk ]

(..

»n pedestal). Prestado por la Galeria de

o recoge las cualidades plésticas de |

317

1 esculiura azteca

res con el arte moderno.
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UNKNOWN: Two portraits. Middle 19th century. Ambrotypes. Lent by Manuel Alvarez.Bravo. The ambrotype is
an early type of photograph whose image, unlike that of the daguerreotype, can be viewed in any light without
reflection or reversal,

ANONIMOS: Dos retratos. Mediados del siglo XIX. Prestados por Manuel Alvarez Bravo. El ambrotipo es un género
de fotograffa que aparece poco después del daguerrotipo y que utiliza una superficie opaca para fijar la imagen.

ALVAREZ-BRAVO, Manuel: “Girl Looking at Birds." 1939, Photograph. Lent by the artist. Alvarez Bravo is one
of the most subtle and original of modern Mexican photographers.

ALVAREZ BRAVO, Manuel: “"Muchacha Mirando Pajarcs.’' 1939, Fotografia. Prestada por el artista, Alvarez
Bravo es uno de los mas sutiles ¥ originales fotégrafos modernos mexicanos.
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BRIEF BIOGRAPHIES

COLONIAL ARTISTS

ARTEAGA, Sebastién de. Born in Seville, Spain, 1610.
Appears to have been o disciple of Rivera or Zur-
bardn, He came to Mexico in 1633 and became an
hororary Notary of the Inguisition Tribunal. He died
about 1635.

CABRERA, Miguel. Born in Oaxaca, 1695, He lived
and worked in Mexico City. He became so famous
that most of the churches of Mexico had paintings
by him and he became the leader of an impertant
group. Died in 1768.

CORREA, Juan, Became known in Mexico about 1674
and was very active until 1700. Later he went fo
Guatemala, where he died in 1738,

ECHAVE IBIA, Baliazar de. Son of Baltazar de Echave
Oric and Isabel Ibia. Born in Mexico, 1583. Died
in 1640, Although o faithful disciple of his: father he
developed an artistic personality of his own.

ECHAVE ORIO, Baltazar de. Born in the Basque village
of Zumaya, Spain, in the mid-16th century. Came to
America about 1573, having been apprenticed to his
countryman Francisco de Zumaya, whose daughter
he married. Died about 1620

GUERRERO Y TORRES, Francisco. Borm in Guada-
lupe (near Mexico City). One of the most famous
Mexican architects of the end of the 1Bth century.
In 1774 he built the dome of the “pocitc” Church,
so-called because it covers a well of miraculous
water. This baroque masterpiece is remarkable for
the richness of ils colors. The walls are made of red
“tezontle” (porous Mexican building stone). The

domes are covered with small white and blue

enameled tiles and the reliels appearing ¢n the main
facade have cequired the shade of old ivory.

MODERN ARTISTS

The Spanish and English texts in the notes under the
reproductions and in the following biegraphies are not
always literal equivalents of one another owing to
greater familiarity with certain forms and terms on the
part of Mexican readers.

The term “Academy of Fine Arts (San Carlos)” in
the English section of the catalogue denotes what is
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JUAREZ, José. Son of the painter Luis Judrez, born in
1614 or 1615. Died about 1669. His daughter Antonia
married Antenio Rodriguez, former disciple of José
Judrez, and their sons Nicolds and Juan continued
the family's artistic dynasty.

PEREZ DE AGUILAR, Antonio. No biographical data
available. The painting reproduced is dated 1769.
Its style shows that the artist belenged the Miguel
Cabrera group.

RODRIGUEZ-JUAREZ, Juan. Born in Mexico in 1675. Died,
1728. He was a prolific painter who obtained great
and lasting prestige as one of the chiel painters of
the beginning of the 18th century.

TOLSA, Manuel. Born in Valencia, 1757. He was ap-
pointed Director of Sculpture at the Academy of San
Carlos. He interpreted the ccademic classic style in
both architecture ond painting, with individual
grace and on accomplished technique. He died in
Mexico in 1816,

TRESGUERRAS, Francisco Eduardo de. Born in Celaya,
Guanajuato, 1759, An eclectic artist who worked as
architect, painter, sculptor, engraver, poet and writer.
Died in 1833,

VAZOUEZ, José Maria, One of the last colonial paint-
ers. No biographical facts are known, except
that he became Assistant Director of Painting at
the Academy of San Carlos. His works are dated
from 1806 to 1B17.

YIMENO Y PLANES, Rafael. Born in Valencia, Spain,
1761. Came to New Spain in 1785, and was appoint-
ed Teacher of Painting at the Academy of San Car-
los. In 1798 he was promoted to General Director
af the Academy, and held this office until his death
in 1825.

now called the "Escuela de Artes Plasticas,” Mexico,
D. F. This school was founded by Charles Il as the
"Real Academia de San Carlos de Nueva Espana’’ in
1783. During the 19th century its name was changed
three times: in 1821 to "Academia Nacicnal de San
Carles de México"; during the Second Empire to "Aca-
demia Imperial de San Carlos de México”, and in 1867
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CANTU, Federico. Painter. Born Cadereyta de Jiménez,
Nuevo Leén, 1908, Studied yoacdn Open Air
School, Assisted Rivera on rescoes of Secretaria de
Educacién Pablica. Trav extensively in Europe
and U.5.A. His work is strongly European in charac-
ter

CASTELLANOS, T
designer, fresco ond graphic artist. Born Mexico,
D, F., 1905. Studied at Academy of Fine Arts (San
Carlos). Travelled in Europe, South America and
US.A., 1925-28. Outstanding among the artists
ceeding the generation of Rivera and Oroz
present

ilio. Painter,

draughtsman, stage

suc-

o, At

concerned with stage-design. Fresco in the
Primary School of Coyoacdn. (Pl 124.)
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Pintura, San Antonio A_L':ctd. 1928 L.;vc-s in poverty;
sells newspapers for a living and paints when he can.

CHARLOT, Jean. Painter, writer, fresco and graphic
artist. Born Paris, 1898, of partly Mexican parents.
Mexico in 192, Participated

first experiments
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ELIZONDO, Fidias. Sculptolr. Born Monterrey, Nuevo
Ledn, 1882, Studied ot Academy of Fine Arts (San
Carles), 1909. Worked in Paris, 1913,

ENCISO, Jorge. Painter. Born Guadalagjara, 1879, Tray-
elled in Europe. Professor of Decorative Aris at the
Academy of Fine Arts (San Carlos) for several years
after 1916. Now Chief of Department of Colonial
Monuments, Secretaria de Educacién Pliblica

ESCALANTE, Constantino.

solitical caricaturist. Died Mexico,

19th century lithographer,
I

draughtsman and
D. F, 1868 Publ
in “"La Patria” and “"La Orguesta.” Associated with
Herndndez on '"La Orquesta.' (Pl 140.)

ESCOBEDQ, Jesiis. Painter and graphic artist, Born
Micheacdan, 1917. Studied at the Centro Popular de
Pinturg, San Antonio Abad, under Ferndndez-Ledes
ma 1928-1932. Member of the Taller de Grdafica Pop-
ular., Now works as lithcgrapher.

ESCOBEDQ, José. Painter. Born Aguascalientes, 1898.
Died Aguascalientes, 1916. Studied at Academy of
Fine Arts (San Carlog), 1911, and assisted at Open
Air S;:hot)l of Santa Anita, 1913. Fought with Siguei
ros and Cabildo under General Diéguez in the
Revolution 1913-15. On return to Aguascalientes
founded with Ferndndez-Ledesma and Diaz de Ledn
the Circulo de Artistas Independientes.

ESTRADA, José Maria. 19th century provincial painter.
Pupil of José Maria Uriarte. Worked primarily in
Guadalajara, Jalisce, where he painted realistic
portraits, direct in character and fresh in provincial
charm. His pictures are dated between 1830 and
1860. (PL 109.)

FABRES, Antonio. Spanish painter and draughtsman,
Born Barcelona, Te Mexiceo in 1903 to assume director-

ed mordant political caricatures

ship of S8an Carlos Academy.

FERNANDEZ, Miguel Angel. Painter. Born Mexico, D. F.,
1890. Studied at Academy of Fine Arts (San Carlos).
Worked at Open Air School of Sonta Anita under
Ramos-Martinez, 1913. With Revelutionary painters
(Dr. Atl, Orozeco, Cabildo, Guillemin, Bolafios and
others) at Orizaba, 1914, Founded Escuela de Bellas
Artes, Mérida, Yucatdn, with José del Pozo, 1916.
Later devoted to archaeclogy and participated in
various expeditions. Now Chiel of Department of
Archaeclogy, Museo National.

FEBNANDEZ-LEDESMA, Gabriel. Painter, editor, en-
graver and teocher. Born Aguascalientes, 1900
Studied at Academy of Fine Arts (San Carlos),
Organized exhibitions of Mexican art in Seville, Ma-
drid and Paris. Travelled in Europe and South
America. Edited and directed the art review "Forma.”
Directed Centro Popular de Pintura, San Antonio
Abad, 1928-32. With Diaz de Leén founded and
directed the "Bala de Arte,” 1931-34. Now occupied
with art publications and stage designing. (PL 110.)

FONSECA, Apolinar. Provincial painter. Worked in
Guanajuato, middle 19th century, (PL 110,

GAMBOA, Fernando, Painter. Studied at Academy of
Fine Arts (San Carlos), 1930, Member of L.E.A.R
Editor of "Frente o Frente,” Went on cultural mission
to Republican Spain, 1938. At present aiding Spanish
refugee work in France.

GAONA. See "PICHETA.”

GARCIA-CABRAL, Ernesto. Caricaturist, Born Huatus-
co, Veracruz, 1891, Studied at Academy of Fine Arts
(San Carles) and participated in the strike of 1911,
Published caricatures against Madero in “Multicolor,”
In spite of his vitriclic attacks against the liberal
president, Madero recognized his great talent and
offered him a scholarship for further study. Went to
Paris and New York. Now works as caricaturist on
various periodicals, Mexico, D, F.

GARCIA-CAHERO, Emilio. Painter, draughtsman, en-
graver and fresco artist. Born Veracruz of Spanish
parents. Died Mexico, D. F., 1939, Worked at Open
Air School, Senter Anita, 1913, and at the Fscuela de
Pinlura, Chimalixtac, 1920. Joined the Revolution with
Atl's group of artist soldiers. Professor of drawing at
Academy of Fine Arts (San Carles), 1921-25. Two
frescoes in the FEscuela de Ingenieros Constructores,
San Antonio, Texas, 1929-35.

GOITIA, Francisco. Painter, teacher and draughtsman.
Barn Fresnillo, Zacatecas, 1884, Studied at Academy
of Fine Arts (San Carlos). Travelled in Europe, 1904-
1912, Active in Revolution under General Angeles.
Studied Indian life in the Teotihuacén Valley and
Qazxaca. His art has a profound humanitarian charce-
ter. (Coler plate p. 161.)

ONZALEZ-CAMARENA, Jorge. Painter. Born Guadala-
jara, 1908. Studied at Academy of Fine Aris (San
Carlos), 1933, Set up studio in Huejotzingo, Puebla.
Taught beok-cover design at the Escuela de las
Vizcainas, Mexico, D, F. Now a commercial advertis-
ing artist.

GUERRERO, Xavier. Painter. Born San Pedro de las
Colonias, Cochuila, 1896. Began painting with father,
who was a decorator, With Siqueircs and Rivera
founded “El Machete," 1923. Decorated the Casa de
Zuno, Guadalajara, 1925. Collaborated with Rivera
on lirst frescoes of the Secretaria de Educacién Pi-
blica. Since 1926 has been occupied with politics.

GUERRERO-GALVAN, Jests. Painter and graphic artist,
Born Tonald, Jalisco, 1910. Began as sign-painter, San
Antonio, Texas. To Guadalajara, 1922; studied under
José Vizcarra: To Mexico, D. F., 1025, Taught in
primary schools where his art changed through con-
tact with the work of school children. (Pl 131)

GUTIERREZ, Francisce. Born Oaxaca, 1915, Painter,
draughtsman and lithographer. Went to Mexico, D. F.
and worked for six years as a commercial litho-
grapher. Studied at Academy of Fine Arts (San Car-
los), 1929. Now Prolessor of plastic arts, Secretaria
de Educacion Publica.

HERNANDEZ, Santiago. Lithegrapher and political car-
icaturist. Born, 1833, Died Mexico, D, F., 1908. Popular

Q
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orator and political pamphleteer, active the long
struggle for Mexican liberty and independence ifrom
1847, when he took arms

his death. Drawings in "La Orguesta,”
Rascatripas,”
ather periodic

against the American

invasion, to

"El Mdscara,” "El Ahuizote,” and

IZOUIERDO, Maria. Born San Juan de los Lagoes, Ja-
v of Fine Arts (San

Rufino Tamayo. (PL 130.)

lisco, 1906, Studied at Acaden

Carlos) and with
IRIARTE, He

draughtsman.

her and

quio, 19th lithegrap
Worked for the publisher Murg;q
Mexico, D. F. lllustrated books and

century

tablished own company, 1854
KAHLQO, Frida.

o D. F, 1910
Travelled in Europe and US.A. Began painting in

Painter. Born

1927. Paints with o sensitive realism in a sivle that

combines exp onist and surrealist elements. (Pl
125:}

KITAGAWA, Tamiji. Painter eand graphic artist. Born
Japan, 1894, Travelled in France, US.A, and Cuba

Went to Mexico and
Tlalpan, shortly

sted at Open Air School,

Direcled

Returned to

government art

Japan, 1936,
LAGUELLE, E. Virtuall

IX r, (Pl 112.)
LAZO, Ag

lesigner. Bor
at Academy of Fine

Painter and st

1 France, Belgium and
nent of the new

in Mexico. (Pl 128.)

theatre moveme

Fernando., Painter, [res

and graphic artist.
n Mexice, D. F., 1900. Studied in Open Air Schoal,

Anita, J‘ 13, g Chimali 1820.
1821. Murals in en-

eparatoric and other

and

buildings, dr“m e D T

MAGANA, Mardonio. Piedad de Ca
badas, Michoacdn, 1863, Began at Open Air School,
Churubusco, 1925, Later prol I
Escuela de Escultura y Talla Directo

Sculptor. Born La

Sculpture at the

Depicts peasant

types of contemporary Mexico. Works principally in
woed and stone. (Pl 151.)
!‘-«1)"\?'{[]_.;?\, Manuel, Engraver, Born Mexico, D. F. Died

exIc

F., 1895. Centempor

and first

Vanegas Arroyo

c_‘r_-_ICID::rQ? r with 1‘10 publ

Produced netal engravings for popular
editions

. Leopeold
died at Academ
llustrated m

iraver. Born Mexico, D. F., 1903
v of Fine Arts { Carles) 1917
Collective
Mem-

pericdicals,

LEAR, and Taller de

ad by the struggle for socia

es the tradition of
t. At p

n s

Guggenheim
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MENDOZA, Francisco de P.  19th century military paint-
er. Born Saliillo, Coaghuila, 1867. Died Mexico, D. F.,
1937. Studied in Europe. Returned to Mexico, 1892

at the Academy and the Colegio Militar

MERIDA, Carlos. Painter. Born Guatemala, 1893, Trav

elled in Europe and werked in Paris with Anglada and
Modigliani. Returned to Guatemala, 1918, to exper
iment with a type of "American”’ painting based on
lklore themes. Decorated Children's Library, Secre-
taria de Educocién Pablica; 1921, Semi-abstract and
surrealist elements predominate in his present work.

{Pl. 121.)

MEZA, Guillermo. Fainter. Born Ixtapalapa, D. F., 1917
Began painting in a night art school for »""Ikel"-'- One

ol the sive talenis among the younger

Fainter, draughtsmaon, illus-
{ ; ed' r, fresco and ¢ iic artist. Born Gua-
6r11a|c1rr1 Jalisco, 1885, Studied at San Carlos A-
cademy. Travelled in Europe. Organized the Museo
Mexico, D. F., 1934. Numerous
in Mexico, D. F. With Best-Maugard is per-

de Artes Popularses,
frescoes

haps chielly

he present recognition
and folk arts. (Pl 120.)

of the Mexicon pop
OCAMPO, and graphic art
Veracruz, 1910, Studied at Academy ol Fine Aris
sted in the Taller de Artes de! Li-
the periodical

Isidoro. Painter Barn

(San Carlos)

bro at Academy,

Cultura.” Now professor of engraving at the Escuela
de Arte para Trabajadores, Mexico, D. F. Member
af the LEAR. and the Taller de Grdlica Popular.

O'GOBMAN, Juan. Architect,

alist. Born Coyoacdan,

painter and fresco mur-
Mexico, 1905. Designed a
number of modern functional Primary Schoal build-
ings for the Mexicon Government, 1932, Frescoes
and mural panels, Central Airport, Mexico, D. F,,
1938, Has been recently commissioned to paint a
mural in Pittsburgh.
O'HIGGINS, Pablo. Painter, fresco and graphic artist.
LL.rr San Francisco, Californiay, 1905. To Mexicg, 1927
isted Rivera at Chapinge and the Secretaria de
Educacién Piiblica. Spent year in USSR, on Soviet
wlarship. Numerous frescoes, Mexico, D. F. Mem-
ber of the LEAR. and Taller de Grdfica Popular.
OROZCO, :
frescoc artist. Born
arm ond ey

F:uler. lithographer and
Jalisco, 1883, Lost left
ht impaired in an explosion before
going to Mexico, D. F. Studied agriculture and arch-
J00-04. Began painting in ]9"19
ies of illustrations, drawings and paintings depic

itectural drawing, 1

ing war scenes and underworld life of TEVO]L-.IO;":G]'\_’
Mexico, 1910-17 1917-22, working as
iter and enlarger of phetographs. Frescoes in Casa
de los F‘ zulejos and Preparatoria, Mexico, D. F., and
the Orizaba Industrial School, 1922-27. In US.A., 1927-
32; Irescoes in Claremont, Cal, New York City, and
Hanover, N. H. Trip to Eurcpe, 1932, Returned to

In Califernia,




or of

Born

at Son Carlos

0, where he be-

return to Mex-

1903

e first muralists

ughisman, il

onajuato in a

ling
‘arlos Academy under
0. To Spain, 1907;
1velled in Fre
3-10

ce, Belgium,
Abter brief return to
ain, Brague, Klee,
To Italy 1920-21.

mentber of Syn-

caricature and lusty con

encaustic murals in

on three

Do F., 1929,

Detroit, 1932

mural formerly in

idied at Ac

th Rufino
invelved
Now deveting him
ler ple p. 173.)

Manuel. Pain d draue

1896

1 in Europe,
orked in

the

lcan

d a at the C

Le ;
de San Antonio Abad. Member
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DATOS BIOGRAFICOS

ARTISTAS COLONIALES

ARTEAGA, Sebastidin de. Nacis en Sevilla en 16510, Mu-
rio enlre 16833 y 1638, Parece haber sido discipulo
de Rivera o de Zurbardn; pasé a México por el afio de
1633 y llegd a ser Notario de la Inquisicién henori-
ficamente.

CABRERA, Miguel. Nacié en Qaxcca en 1895 Murié en
1768, Bus labores se desarrollaron en la ciudad de
Meéxico. Adquirié tal fama, que ecasi todos los tem-
plos de Méxice tuvieron pinturas suyas. Un grupo

o jele.

de artistas lo reconocia cor
CORREA, Juan. Aparece en México desde 1674. Murié
hacia 1738. Desarrollé gran actividad hasta princi-

pios de 1700. Parece que mds tarde pasé ¢ Guate-

mala, donde es posible que haya muerto,

.CHAVE IBIA, Baltasar. Hijo de Baltasar de Echave Orio
y de Isabel de Ibfa. Nacié hacia 1583 y murié hacia
1640. Discipulo de su padre, o quien sigue fielmente,
logra adquirir personalidad distinta.

ECHAVE ORIO, Baltasar, Nacié en Zumaya, Guiptzeoa,
a mediados del siglo XVL. Se cree que muridé hacia
1620. Pasd a América hacia 1573 e hizo su aprendi-
zaje con Francisco de Zumaya, su paisano, con cuya
hija se casd. Su labor fué de primera importancia.

GUERRERQ Y TORRES, Francisco. Nacié en la Villa de
Guadalup
mexicanos de fines del siglo XVIIL De 1774 a 1791
construys la llamada ctipula del Pocito, por que cubre
un pozo de agua milagrosa. Esta obrea de arte ba-

e. Fué uno de los més famosos arguitectos

rroco es notable por su policromia; los muros son de
tezontle rojo; las cipulas estén cubiertas de losetas
esmaltadas blancas y azules y los relieves de Ia
portada principalmente han adquiride con el tiem-
po un tono de marfil antiguo.

JUAREZ, José. Fué hijo del pintor Luis Judrez v nacié
entre 1614 y 1615, Para 1669 habia lallecido. Su hija

ARTISTAS MODERNOS

Los pies de grabados y los textos biogrdgicos en es-
panol e inglés, no son literalmente equivalentes. En
inglés se explican algunas denominaciones y se precisan
demasiado ciertos hechos o términos, que por ser muy
familiares para el medic mexicano, sélo se citan en es-

Antonia casd con Antonio Rodriguez, discipule de
José Judrez, v los hijos de este matrimonio, Nicolds
¥ Juan Rodriguez Judrez continuarion la dinastic ar-
tistica.

PEREZ DE AGUILAR, Antonio. No se conccen datos bio-
grdlicos suyos sino sélo su cuadre agui reproducido
¥ fechado en 1769, Por el estilo de la pintura, el ar-
tista pertenece al grupeo gue giraba alrededor de don
Miguel Cabrera

RODRIGUEZ JUAREZ, Jucnm. Vié la luz en México en 1675
y dejé de existir en 1728. Fué un fecundo pintor que
alcanzé gran prestigio v atn es estimado como uno
de los mejores de principios del siglo XVIII

TOLSA, Manuel. Nacié en Valencia en 1757. Murid en
México en 1816, Fué designado Director de Escultura
de la Academia de San Carles de Nueva Espafia.

Trajo el estilo necclasico para la escultura y la pin-
turg; pero con una gran elegancia y una notable per-

feccién. Murié dejando una numerosa familia.

GUERRAS, Francisco Eduardo de. Nacié en Cela-
ya el 13 de octubre de 1759. Fallecié en 1833, Es el
ipo perfecto del artista que se formé por si solo y

> o ser arquilecto, pintor, escultor y grabador,

ademas de poeta y escritor.

. José Maria. Uno de los tltimos pintores colo-

niales ya de la i académica. No tenemos datos

biogralicos suyos sino por sus cuadros sabemas que
llegé a Teniente de Director de Pintura en la Acade-
mia de San Carlos, Sus cbras estdn fechadas de 1806
a 1817,

XIMENO Y PLANES, Rafael. Nacié en Valencia en 1761,
Murié en 1825. Llegé a Nueva Espanc el afio de 1794
como profesor de pintura de la Academia de San
Carles. En 1798 fué nombrado Director General de la
Academiq, cargo que ocupd hasta su muerte.

panel, sin insistir demasiado en detalles que resultarion
ociosos.

La primera “"Escuela de Pintura al Aire Libre” fué
fundada bajo la direccién de Alfredo Ramos Martinez
en Santa Anita, en 1913, De 1914 a 1924, hay un parén-
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tesis en las actividades art{sticas: un nutrido grupo de
combatir conira el ré
Martinez funda d

pintores sale de la Capital a

de Huerta. Ramos spués la E
Pintura al Aire 1
ésta, como la p

francesas de Barb

bre de Chimalixtae, inspirade
método de :
l n |f‘2; se lundao-

cuelas

G

ron cuatro escuelas: en C

y Guadalupe Hidalgo que si bien rec Y ex
periencias antericres, su propésito era el de descubrir y
desarrollar el talento artistico popular. A fines de 1927,

se crearon ctras dos mds; ya no emp

AGUERA, Francisco
(Lé&m. 138.)
AGUIRRE, Igna

lajara,

Militar en
ller de

de Avia
LEAR y del

cord al fres

México, D. T

Gréfica Popular
ALFARO SIQUEIROS

en Chihuahua, 189

avid. Pintor v fresquista. Nacio

o0

cademia de San
de Santa Anita.
sreito carrancista

udié en la A

en la Escuela al Aire Libre

»aié en Bélgica, Francia, ltalia y Espana, 1918-22.
1ela Preparatoria,
de Pintores. Editor
ha  trabajod

“El Mc ic en el

imiento

e
obrero, Asislid g congr

os en Europd,
v Sudamérica. Ha pintado
v Buenos Aires en 1832, 1

jor sus procedimie Y po-

te Cor_nc en el
| fin de la
9. Actualmente decora al duco en el Sin-
México, D. F. (L&ém. de

=n publico con F1w era

la Ti,m—

st Naeié en la ciudad
1927, Impresio-
., comienza g ira-

Miermn-

primeros

LA C N\'fl]_ Ra

hro del Sindicato de

artistas gue pintaron al
]'-me;r_i, 1J7.2 De 1935 a
Monumento a Mor

co en la Escuela Prepa-
jecora al fresco el inte

rior del , Michoacdn.

le entonces se dedica al teatro de marionetas,

ALVA GUADARRAMA,
dante de Rivera er deco
1997. Pinté al fresco en el Mercado “Abelardo Rodri
quez’ y la Escuela Primaria de la Colonia "Pro-
Hogar', México, D, F.

ALVARADO LANG, Carlos. Grabador. Nacié en la La
Piedad, Michoacén, 1905. Estudié en la Escuela de

F ual es ahora pro

Ramén F;nh r v fresquista. Ayu-

la n de Chapingo en

Bellas Artes, México, D. F., de la ¢

fesor de grabado en madera y metal.
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"Centros
1oron en Nonoalco

po, sino en centros fabriles. Se les llamaron

y se estable
+n Antonio Abad. Existiendo afin estas seis escuelas,
se [Ln"l aron la de L

Populares de Pintura”

s Reyes, Coyoacdn, la de Cholule,

la de Ixtacaleo, D. F., y la de Taxco, Guerrero
aceion LrAF\ Liga de Escritores
rics, disuelta en 1938

signilica:

y A

de Artistas Revolucionarios'

ataques contra los viejos métodos

que
cadé

Bellas )5

ue aiin no desaparecian en la Escuela de

1928

Lagos de

acié en México,

os artistas contempordneos
de mavyor cultura y sensibilidad. (Lam. 155.)

AMERQC,
Ixtlah

Rivera, en

afo y fotégralo. Nocidé en
Fué ayudonte de Diego
'ducacién Pablica. Ha co-
revistas de Estados

laborade con dibujos

Unidos. (Lam. 146.)
ANGEL. Abraham. Pintor. Nacid en México, D. F,, 1805

Murié en : 1dié con Rodriguez
cuatro anos de

(o8]
1

Lozano. Pintd sélo durante los tltimos

los joven

de mayor talento

en arte mexicano. (Lém. 123.)
’\N(:}J]“[‘\.J a6l Pintor y litégralo. Nacié en Atoyac,
la en Guadalajara, con

Ixca EAR y del Taller 'de

Grdlica Popular. (Lam. 149.)
AR Nacié en México, D. F.,
180 con Qmw\rrr y trabajé como pintor

en '\Uem York. Miembro de la LEAR y del Taller de

Pinter v litégrafo

Grdflica Popular.

ASUNS OJ_O

]r.ﬁ

Ignacio. Escultor. Nacié en Chihuahug,
did en la L.—-scueuo de Bellas Artes, Mexico,

D. F. Ha ejecutado varios

meonumentos oficiales.

ATL, Dr. (Gerarde Murillo). Dibujante, pintor y escritor.
Nacié en Guadalajara, Jalisco, 1877. Estudié pintura
en Europa. Unc de | yrimeros en incorporarse d

ilas de la Revolucion. £

las influencia es importante

entre los jovenes artistas gue lucharon por trans-

f 15 de ensenanza. Las activi-
dades de perigdista;, politico, ader obrero, elc.,
onalidad. Es considerado
paisajistas contempord-

nar medioc y sistem

organiz
completan su dindmica

unc de los mejores

neos. (Lam. 116}

BEST MAUGARD, Adolfo. Pintor, escriter y maestro de
arte. Nacié en México, D. F., 1891, Director de Edu-
cacién Artistica en la época de Vasconcelos, 1920-24.
Creador del "Método Best Maugard”, sistema de uti-
lizar los elementos decorativos tradicionales, en una
nueva produccion.




Nacid en Guanojiza
i D. F., 1924. Estudié en Ia
i Santa Anito;

914-15. A

sor de arte. Nacid en

una gran repul
E Af ; Estc

tnilar
CASTELLAN(

Nercidy en

100 €

.:_]{.:-' T | iry v N . B 3 EE . _!r_j | uela de
ela Primaria de acd S ] s

' t , 1922, Fué ayudante de Fer-

Popular de Pintura de Ne-

el

ahora

lor de periédicos

lar de Pintura de San

e 1928 a 1932, Su pob
ternativamente
venta de periddices.

2za le obliga
la pintura v

trabajar

grabader, Nacid en
. Por su esti
Part

s (asle]
t de Bell
E ) o

CHAVEZ MO

Silas,

271

con Dicz de

iembro de la

2y lat
Allende, donde

del Taller de
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ESCALANTE, Constantino. Dibujante litégrafo del sic
XI¥X. Murié en M D slicd i
caricaturas politicas en "La Patria” y en comparia
de Herndndez trabajé para "La O!'-:[uesta " (Lém. 140.)

ESCOREDO, Jests. Pintor y lité
can, 1917. E»,mdo en el (ﬂﬂvhl_ Popular de Pintura

na, 1928-32 L..r_\l:?r

éxico, D. F., 1868.

afo. Nacié en Michoa-

como discipulo de Ferndndez Lede

boré en "Palomilla,” periddico
ria de Educacién, Miembro de la LFA 1y d?l
de Grdfica Populc
ESCOBEDQ, | Pintor.
Murié en Aguascaliente
de San Carlos, 1911 G
Pintura cl Aire Likbre d
a 1915, estuvo en la |

guez, en la
1 Ferndndez

Artistas

jara, |

tos enefrante

iano, Sus trabajo e lF:‘Hf] a

109.}

provin
1860.
FABRES,
lona, o] C
de la Academia de San Carles.
FERNANDEZ, Miguel Anc
D. F., 1880. Estudié en la Ac
México, D

dibujante. Nac
1903,

Como

México,

Pintc Nacié

nia de Bellas Artes,
Aire Libre de Santa
o d'-"-“c“[_-u o de Ramos Martinez, 1913. Fué

Cabildo, Beolafios,

del Pozo, fundé la Escuela
rida, Yucatdn, 19]8 Dv_?r-:de
Arqueclogia y pa
tualmente es ]Ll(-_‘. dr;:
del Museo Nacional.
FEI *'ﬁNDT‘? LEDESMA,
dor i

T, editor y grab

la
del
Arte”
orgonmzado e
Ma ("'T"J
a de &

fundé

900. Estudid en

Centro Popular de Pint y de la

de la S

siciones de Art

refc de Educao

[ ity e] Centro |
Abad, 19 2 Cr el

"Sala de

:lc L. 26N,
lex

rigié "Forma,” Revista de Ar

FONSEC
media

GAMBOA, Fe
Bellas Artes,
de la LEAR vy

A Apolinar, Pintor, Trabajé en Guanajuate o

(Lam. 110.)

Estud
1930

dos del sic

Fué 1
te a Frente.

ritor
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tusco, Veracn

=l de

nionio, 1eXas

Iaa

y colabord con

Sec

retaria

donde

Bellas Art
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1921-25

1929 o

Restaurd el of

Acc
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0s en

BRAL, Ernesto, Caricaturista, Nacié en Hua-
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9ll.
que
IrJP-

jante

aja
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en
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contra la invasién de 1847. Es famoso por sus lito-
graifas satiricas en “La Orquesta,” “El Rascatripas,”’
"El Mdscara,” "El Ahuizote,” etc.

IRIARTE, Hesiquio. Dibujante y litégrafo politico del
siglo XIX. Trabajé para la Editorial Murgufa, en Mé-
xico, D. F. llustré varios libros y periédicos ¥, en
1854, establecié su propio taller de litogratia.

IZQUIERDO, Maria. Pintora, Nacié en San Juan de los
Lagos, Jalisco, 1906. Estudié en la Escuela de Bellas
Artes, México, D. F., como discipula de Tamayo.
(Lam. 130.)

KAHLO, Frida. Pintora. Nacié en Coyoacdn, D. F., 1910.
Trabajé en Europa y Estados Unidos. Comenzé o
pintar en 1927. Su obra de fina sensibilidad, mezcla
elementos expresionistas y surrealistas. (Lam. 125.)

KITAGAWA, Tamiji. Pinter y grabador. Nacié en el Ja-
poén, 1894, Estudié en Paris. Viajé por Francia, Esta-
dos Unidos y Cuba. Llegé a México v fué ayudante
de la Escuela de Pintura al Aire Libre de Tlalpan,
algtin tiempo después de su fundacién, 1926. En 1931
dirigié la Escuela de Pintura de Taxco, Guerrero,
Actualmente vive en el Japén.

LAGUELLE, E. Pintor popular del siglo XI¥. Datos des-
conocidos. (Lam. 112.)

LAZO, Agustin. Pintor y escenégralo. Necié en México,
D. F., 1900. Estudié en la Escuela de Bellas Artes,
México, D. F. Trabajé en Francia, Bélgica e Ialia.
En los intentos de teatro nuevo en México, mucho le
debe a Lazo la escenografia. (Lam. 128.)

LEAL, Fernando. Pintor, grabador y pintor de fresco,
Nacié en México, D. F., 1900. Estudié en la Escuela
al Aire Libre de Santa Anita y de Chimalixtac, 1920.
Grabé madera con Charlet, 192]1. Ha pintado encéus-
tica y fresco en la Escuela Preparatoria, Salubridad,
Y en otros edificios, México, D. F.

MAGARNA, Mardonio. E:cultor. Nacié en La Piedad de
Cabadas, Michoacdn, 1863. Comenzé a trabajar en
la Escuela de Pintura al Aire Libre, Churubusco, 1925.
Mds tarde fué prolesor de escultura en la Escuela
de Talla Directa. Su trabajo en piedra y en madera,
interpreta tipos campesinos. (L&m. 151)

MANILLA, Manuel. Grabador. Nacié en México, D. F.
Murié en México, D. F., 1895, Contempordneo de
Posada y primer grabador de la Editorial Vanegas
Arroyo. Produjo cerca de 500 planchas para ilustrar
las ediciones populares.

MENDEZ, Leopoldo. Grabador. Nacié en México, D. F,
1203, Estudié en la Escuela de Bellas Artes, México,
D. F., 1917. Sus grabados en madera han ilustrado
muchos periédicos, libros y panfletos. Su obra inspi-
rada en la justicia social, recoge la tradicién de
Posada y registra voces de protesta e ironia. En
compania de Zalce, ha pintado al fresco en los Talle-
res Grdficos de la Nacién, (Ldms. 143, 144.)

MENDOZA, Francisco de P. Pintor de batallas de fines
del siglo XIX. Nacié en Saltillo, Cochuila, 1867. Murié
en México, D. F,, 1937. Estudié en Europa, pensio-
nado por el Gobierno de su Estado. Regresé a Méxi-

co, 1892, siendo al mismo tiempo, profesor de Ila
Academia de San Carlos y del Colegio Militar. (Lé&m.
111.)

MERIDA, Carlos. Pintor. Nacié en Gualemala, 1893, Fs-
tudié en Paris con Anglada y Modigliani. Volvié a
Guatemala, 1919, donde ensayé un tipo de pintura
americana, basada en elementos folkléricos. Decord
la Biblioteca Infantil de la Secretaria de Educacién,
1921. Su pintura actual pone en juego elementos
abstractos y surrealistas interpretando la antigua tra-
dicién americana. (Ldm. 121.)

MEZA, Guillermo. Pintor. Nacié en Ixtapalapa, D. F,,
1817. Se inici6 en una escuela nocturna de Arte para
trabajadores. Uno de los mds claros talentos entre
los artistas de la nueva generacién. (Lam. 133.)

MONTENEGRO, Roberto. Pintor, editor, ilustrador, esce-
nogralo, lresquista y grabador. Nacié en Guadala-
jara, Jalisco, 1885. Estudié en la Academia de San
Carlos, México, D. F. Trabajé en Europa. Organizé
el Museo de Artes Populares en Meéxico, D. F., 1934
Ha pintado varios frescos, (Ldm. 120.)

OCAMPO, Isidoro. Pintor y grabador. Nacié en Vera
cruz, 1810. Estudié en la Esciela de Bellas Artes,
México, D. F., y fué después auxiliar del Taller de
Artes del Libro, que dirigia Diaz de Leén, 1931. Tra
bajé para la Editorial Cultura, Fué miembro de la
LEAR y lo es ahora, del Taller de Gréfica Popular.

O'GORMAN, Juan. Arquitecto y pintor. Nacié en Coyoa:
cén, D. F., 1905. Ha construldo varias escuelas de
“arquitectura funcional” para la Secretaria de Edu-
cacién, 1932, Decors al fresco el Aeropuerto Central
de México, 1938. Recientemente ha sido comisionado
para pintar un fresco en Pittsburgh

O'HIGGINS, Pablo. Pintor, fresquista y litégrale. Nacié
en San Francisco, California, 1905. Reside en México
desde 1927. Ayudante de Rivera en Chapingo y
en la Secretaria de Educacién Pablica. Pasé un afio
en la URS.S. disfrutando una pensién del Soviet. Ha
pintado en México varios frescos. Fué miembro de
la LEAR y actualmente trabaja en el Taller de Gra-
fica Popular.

OROZCO, José Clemente. Pintor, litégrafe y fresquista.
Nacié en Zapotldn, Jalisco, 1883. Estudié agricultura
y dibujo arquitecténico, 1900-04. Comenzé a pintar
en 1909. Sus cuadros y dibujos entre 1910-17 repre-
sentan escenas de la Revolucién y de la vida sérdida
del pueblo, En Californic, 1917-22, trabajé como pin-
tor y fotégrafo. Pinté frescos en la “Casa de los
Azulejos” y en la Escuela Preparatoria, México, D. F,,
y en la Escuela Industrial de Orizaba, Veracruz, 1922-
27. De 1927 a 1932 ejecuté los frescos de Claremont,
Nueva York y Hanover, EU.A. Viajé por Europa en
1932, Volvié a México, 1934, y pinté los frescos del
Palacio de Bellas Artes, México, D. F,, de la Univer-
sidad, el Palacic de Gobierno y Hospicio, Guadala-
jara. Actualmente trabaja en un fresco para la Bi-
blioteca Phblica de Jiquilpan, Michoacdn. (L&ms.
118, 119; 14m, de coler, p. 176.)
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ORTIZ MONASTERIOQ, Luis, Escultor. Nacié en México,
D. F., 1906. Estudid en la Escuela de Bellas Artes,
México, D. F. Expuso en San Francisco y Los Ange-
les, California, acuarelas y tallados en madera. Ha
tallado directamente en piedra esculturas monumen-
tales aprovechando la tradicién plastica azteca con
un inteligente sentido moderno. (Ldm. 152.)

PACHECO, Mdximo. Dibujante, pintor vy [resquista. Na-
cié en Huichapan, Hidalgo, 1907. Comenzé trabajando
como albafil. Fué después ayudante para los apla-
nados del fresco, de Revueltas y Rivera, 1921-26,
México, D. F. Fué miembro del Sindicato de Pinto-
res. (Ldm. 136.)

PARRA, Félix. Pinlor. Nacid en Morelia, Michoacdm, 1845.
Murié en México, D. F., 1919. Fué discipulo de Re-
bull. Visité Europa en 1878. En 1882 fué profesor de
la Academia de San Carlos, (Lém. 114.)

PERA, Feliciano. Pintor y grabador. Nacié en Tlalpan,
D. F., 1914, Concurrié a la Escuela de Pintura dl
Aire Libre de Tlalpan bajo la direccién de Diaz de
Leén y Kitagawa. Ha pintado frescos en Jalapa, Ve-
racruz. Miembro de la LEAR. Actualmente es profesor
de la Seccién de Artes Plasticas.

"PICHETA." Grabador en madera e ilustrador del siglo
XIX. Trabajé en Mérida, Yucatdn, en el periédico
"Don Bulle Bulle," 1841.

POSADA, José Guadalupe. Grabador, caricaturista po-
litico e ilustrador. Nacié en Aguascalientes, 1851
Murié en México, D. F., 1913. En 1887 comenzé a
trabajar en la Capital, para la Editorial Vanegas
Arroyo. Colaboré en los periédicos de oposicién al
régimen porfirista, "Argos,” "La Patria,” "El Ahuij-
zote,” etc., v en el almanaque anticlerical "El Padre
Cobos.” Sus agresivas caricgturas y los innumerables
grabados que desde fines del siglo XIX, ilustraron
los “corridos,’ los “ejemplos,” y las "calaveras,” tra-
ducen la fontasia y el humorismo del pueblo mexi-
cano, (Lams. 141, 142))

PUJOL, Antonio, Pintor, fresquista y litdgrafo. Nacié en
Cuautzingo, México, 1914. Estudid en la Escuela de
Bellas Artes, México, D. F., como discipulo de Ta-
mayo y Mérida, Pinté al fresco en el Mercade "Abe-
lardo Rodriguez,” México, D. F., 1934, Visité Nueva
York, 1936. Fué scldado voluntario del Ejército Espa-
niol Republicano hasta el fin de la guerra. Miembro de
la LEAR y del Taller de Grdéfica Popular. Actualmente,
ayudante de Sigqueiros en la decoracién mural para
el Sindicato de Electricistas.

RAMIREZ, Everardo. Pintor y grabador. Nacié en Co-
yoacdn, D. F. Asistié a la Escuela de Pintura al Aire
Libre de Churubusco bajo la direccién de Ramos
Martinez, 1925. Fué ayudante de Ferndndez Ledesma
en el Centro Popular de Pintura de San Antonio
Abad. Miembro de lo LEAR v del Taller de Grafica
Popular. Actualmente profesor de Artes Pléasticas.

RAMOS MARTINEZ, Alfredo. Pintor y maestro. Nacié en
Monterrey, Nuevo Leén, 1875. Estudié con Rebull
en la Academia de San Carlos. Fué pensionado a Pa-
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ris en 1900 y llega a ser un devoto del impresionismo.
Vuelve a México; 1913, como director de la Acade-
mia Nacional de Bellas Artes. Establece la primera
"Escuela de Pintura al Aire Libre” en Sonta Anita,
Actualmente vive en Los Angeles, California.

REBULL, Santiago. Pintor. Nacié en un barco en que sus
padres hacian vigje a Espana, 1892, Murié en México,
D. F., 1902. Llegé a México y fué discipulo de Pelegrin
Clavé. Obtuvo el "Premio de Roma,” 1852. Volvié a
México, 1859, como profesor de la Academia de San
Carlos. Fué director de la misma por acuerde de
Judrez, 1861. Maximiliano le condecord con la "Orden
de Guadalupe.”

REVUELTAS, Fermin. Pintor, ilustrader y fresquista. Na-
cié en Santiago Papasquiare, Durange, 1903. Murid
en México, D. F,, 1935. Uno de los primeros artistas
comisionados a la pintura mural, por Vasconcelos,
1921. Ejecuté una encdustica en la Escuela Prepara-
toria y varios frescos en diversos edificios. Miembro
del "30-30" y profesor de la Seccién de Artes Plés-
ticas,

RINCON, Abundio. Pintor jalisciense del sigle XIX. Tra-
bajé en Guadalajara. Fué contempordnec de José
Maria Estrada.

RIVERA, Diego Maria. Pintor, dibujante, ilustrador, es-
critor y fresquista. Nacié en Guanajuato, 1886. Estu-
di6 en la Escuela MNacional de Bellas Artes con Parrg,
Fabrés, Rebull y Velasco. En 1907, estudié en Espana,
con Chicharro. De 1908 o 1910, trabajé en Froncia,
Bélgica, Holanda e Inglaterra. Después de una breve
estancia en México, regresé a Paris, relaciondndose
con Derain, Braque, Klee, Picasso y Gris. Fué a
Italia en 1920-21. Volvié a México en 1921. Fué miem-
bro del Sindicato de Pintores y ejecuts la encdustica
del anfiteatro de la Preparatoria. Decoré con frescos
los tres pisos de la Secretaria de Educacién Pablicg,
la escalera y la biblicteca de Chapingo y el corredor
posterior del Palacic de Gobierno en Cuernavaca,
1923-30. Fué a la UR.S.5,, 1927. Director de la Escue-
la Central de Artes Plasticas, 1929. Pinté frescos en
San Francisco, California, 1930-31; Detroit, 1932; New
York, 1933-34. La réplica del fresco del Centro Rocke-
feller, en el Palacio de Bellas Artes de México, D. F.,
1934. Desde su llegada a México ha tenido la preo-
cupacién constante de la politica nacional e inter-
nacional. Actualmente se dedica a la pintura de ca-
ballete. (Lédm. 117; lam. de color, p. 173.)

RODRIGUEZ LOZANO, Manuel. Pintor y dibujonte. Nacié
en México, D. F., 1896. Trabojé en Europa, Sudamé-
rica y Estados Unideos. En México ha trabajado ais-
lado. Se le ha considerado como un exponente del
"purismo” en el movimiento modernc mexicono. Ac-
tualmente director de la Escuela de Artes Plasticas.
(Lam. 122.)

ROLANDO, Rosa. Pintora y fotégrafo. Nacié en Los
Angeles, California, Comenzé a pintar en Parfs, 1927,

ROMANO GUILLEMIN, Francisco. Pintor. Nacié en Tla-
pa, Guerrero, 1884, Estudid en la Acodemia de San
Carlos como discipulo de Fabrés y Gedovius. Partié




a la Revelucién, 1914, Fué profesor de la Escuela de
Bellas Artes. Visité Parfs, 1934,

ROMEROQO, Carles O. Pintor. Nacié en Guaddalgjara, Jalisco,
1898, Comenzé como caricaturista, 1918. Estuve en
Francia y Espafia, 1921. En 1928, fundé y dirigié con

arlos Mérida, la Galeria de Arte Moderne Mexica-
no. (Lam. 126.)

ROMO, Alfredo. Pintor y caricaturista. Nacié en Jamay,
Jalisce, 1893, Formé parte del "Centro de Arlistas’
de Guadalajara, 1913. Colabord en periédicos y re-
vistas con sus caricaturas. Dejé la pintura para dedi-
carse a actividades politicas

RUELAS, Julio. Pintor,
en Zacatecas, 1870. Murié en Paris, 1907. Estudié en
la Academia de San Carles v mds tarde en la Uni-
versidad de Karlsruhe, Baden, Alemania. Fué im-
portante colaborader de la "Revista Moderna," Méxi-
o, O F

RUIZ, Antonic. Pintor, dibujante y escenégrafo. Nacié
en México, D. F,, 1897, Estudid en la iela de
Bellas Artes, México, D. F. Estuvo en California, 1926
Proyectd escenarios para la "Universal Pictures.” Vol-
vio a México, 1929, Ha ejecutado varics proyectos
para teatro infantil Recientemente ha decorado el
ballet "Don Lindo de Almeria,” de Bergamin, Hafter
y Ana Sckoloff, México, D. F,, 1940. (L&m. de ecolor,
D 1720

RUIZ, Guillermo. Escultor. Nacié en el Mineral de Ca-
torce, San Luis Potosi, 1896. Estudié en la Fscuela
de Bellas Artes, México, D. F., 1918. Fué comisionads
a Madrid, 1929, v estudié con Decreft y Mateo Her-
nandez, Desde 1927 es director de la Escuela de
Talla Directa.

dibujante y aquafortista. Neacid

SILVA, Vandeira. Pintor de fines del siglo XIX. Fué pro-
lesor de dibujo de la Academia de San Carlos, entre
1890 v 1900.

SORIANO, Juan. Pintor v dibujante. Nacié en Guadala
jara, Jaliseo, 1920, Ha estudiade sole. Es una de las
promesas de la mds joven generacién.

TAMAYO, Rufino. Pintor y fresquista. Nacié en Oaxaca,
1899. Estudié en la Escuela de Bellas Artes, México,
D. F, 1817, Ha hecho varios experimentos relativos
a la expresién de "forma,’” absorbiendo influencias
del cubismo en su Gltima etapa, de los dibujos de
nifios y del arte popular mexicano. Fué prolesor en
la Escuela de Bellas Artes, 1928-1930, v Jefe de la
Seccién de Artes Plasticas de la Secretaria de Fdu-
cacion Publica. Ha pintado frescos en sl Conserva-
torio Nacional de Misica v en el Museo Nacional.
{Léim. de color, p, 168.)

TEBO. Pinter y dibujante. Nacié en México, D. F., 1916,
Estudié con Rodriguez Lozano. (Lém, 135.)

TELLEZ TOLEDO, Juan. Pintor. Nacié en Sevilla, 1883,
Murié demente en México, D, F,, 1930, Llegd a Méxi-
co nino. Estudié en la Academia de San Carlos.
Volvié o Sevills, 1889, Regresé a México, 1904, Es.
tuvo en Paris, 1905, y en Nueva York, 1910, donde
perdid la ra

on. Pinté magnificos retratos, envuelios

i a plateada, hasta que fué interna-
do en el sanatorio de “La Castafieda.” (Lém. 115.)

URIARTE, José Maria. Pintor v miniaturista del siglo XIX.
Maestre de José Maria Estrada. Fué director de Ig
Escuela de Bellas Artes de Guadalajara, Jalisco.

VELASCO, José Maria, Pais a del siglo XIX. Nacié
en Temazcaltzingo, México, 1840, Murid en la Villa
de Guadalupe, D. F.,, 1912. En la Academia de San
Carlos’ fué discipulo de Clave y del paisgjista Lan
desio. En 1868, fué profesor de dicha Institucién, Ade-

mas de sus paisajes, hizo numercsas litografias a co-
lor de la flora de México. Trabajé en Europg y Es
tados Unidos, (L&m. 113.)
VERA DE CORDOVA, Ralael. Pintor paisajista, Nacid
en Almolongag, Murié trdgicamente en
tevolucién cuando se inicié
el movimiento maderista. Estudié en la Escuela de
Pintura de Coyoocdn. Dirigid la Escuela al Aire

Veracrus:
México, D. F. Fué o

Libre, de Xochimilco, D. F,

VILLASANA, S. M. Dibujante, litbgralo vy caricaturista
politico del siglo XIX. Iust
"La Linterna Mdagica,”

ro la primera edicién de
1871. Trabajd para “El Cémi-
co,” y "La Historia Danzante,” 1873,

VILLASENOR, Isabel. Dibujante y grabadora. Nacié en
Guadalajara, Jalisco, 1912, Estudié en el Ceniro Po-
pular de Pintura de San Antonio Abad, 1928. Miem-
bro de la LEAR y las "Brigadas Culturales.”

ZALCE, Alfredo. Pintor, fresquista y litégrafe. Nacié en
Pdtzcuare, Michoacdn, 1908. Estudié en la Escuela
de Bellas Artes, México, D. F,, y en la Escuela de
Escultura y Tally Directa, México, D, F. Pinté al ce-
mento, el exterior de la Escuela de Ayotla, Estado
de México, 1931, vy al fresco la Escuela “Dr. Balmis"
y los Talleres Grdficos de la Nacién. Fué inspector
de Artes Plésticas y maestro misionero. Fué miem-
bro de la LEAR y actualmente lo es del Taller de Gra-
fica Popular, (Lam. 132.)

ZUNO, José Guadalupe. Pintor v caricaturister, Nacié en
Jamay, Jalisco, 1891. En 1909 eolabord en “El Perico,”
periodico de curicaturas de Guadalajara. En 1913 se
dedicd por completo a la pintura y fué el fundador
del "Centro de Artistas.” Poco después se dedicd a
la politica, actividad que le ocupa hasta chorg, ¥
en la que ha obtenido altos puestos.
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American Photographs by Walker Evans; 198 pages; 87 plates; cloth: $ 2.50 ~
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Museum of Modern Art Color Reproductions:
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