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Abstract

My dissertation, “Transcending Borders: The Transnational Construction of
Mexicanness, 1920-1935,” examines the conflicting attitudes towards “Mexicaoness
mexicanidadboth in Mexico and the United States, an area that, José Limon,
conceptualizes as “Greater Mexico.” Beginning with an analysis of thecitepiost-
revolutionary state’s construction of nationalist culture, | argue thatahsrtational
invention of Mexicanness through the circulation of the Aztec artifact ietieal
possibilities for people of Mexican descent to reclaim public space and cultural
citizenship on both sides of the U.S.-Mexico border. | examine the construction of
Mexicanness through an analysis of the limitations of Mexican post-revuduyi literary
production in generating a clear vision of Mexican nationhood as well as the ppissibil
for nation building offered by public spaces such as the museum and the monument (an
outdoor museum). Tracing the cultural manifestations of Mexican nationhood as
expressed by the state and by people of Mexican descent is essential $tanddey
how the nation is practiced and thus intimately intertwined with the practice of
citizenship. Through an interdisciplinary analysis of the Aztec artifaatr®us
incarnations as an archaeological artifact, created artifactpandss artifact, | contend
that the artifact represents an alternative text for the study of naionalits ability to

narrate a national identity ultimately shaped beyond Mexico’s geograpbickers.
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Introduction

It wasn’t until Lou Dobbs’ sudden resignation announcement on November 11,
2009, that | realized that mainstream American views regarding Latem@sentering a
state of transition. As a founding anchor of CNN and host of the Ebavibobbs
Tonight Lou Dobbs filled the network’s 7pm slot with inflammatory views on Latino
immigration and frightening descriptions of border violence; a border which he often
depicted as a long-tentacled parasite spreading terror and disease¢hacthssed
States- While Dobbs enjoyed rising ratings for many years, his increasing
misrepresentation of the facts began to create tension with the network’stowntrio
“unbiased reporting”{he Situation RoomThough Dobbs often sought to connect
illegal immigration to crime and other societal ills, a red&ARarticle explains that,

“In one instance, Dobbs and a CNN reporter seemed to attribute a startlimg rise
leprosy cases to illegal immigration from Latin America. There nzasuch startling

rise —and what cases there were would have been more likely to have had Asian
origins” (Folkenflik 1). It appeared that CNN’s tolerance for Dobbs, one of the gauntr

most visible critics of Latino immigration, was beginning to wane as the netwoghs

' | must admit that Dobbs’ fiery descriptions of thenacing U.S.-Mexico border finally caught up with
me in Phoenix, Arizona. | spent the summer of 288fing fragments of my dissertation in that cithive
rarely missing an episode béu Dobbs TonightDuring that time, the city of Phoenix made the sisow
headlines on nearly a weekly basis with discussafreither drug-related kidnappings or reports of
Maricopa County’s Sheriff Joe Arpaio and his coménsial arrests of immigrants (illegal or not). $he
descriptions of Phoenix as the ground zero of tiig evars and the wild persecution of immigrants enad
me re-think the border in a way that my quaint|difood experiences of the San Diego/Tijuana badnder
not. As a native of Los Angeles, it was in Phoembere | finally understood what Gloria Anzaldla mea
when she writes that, “A borderland is a vague @amdktermined place created by the emotional resiflue
an unnatural boundary” (25). | enacted that “unra@tbboundary” every evening as | jogged through the
neighborhoods of Phoenix, always looking over myusther for fear of being kidnapped by either a grou
of Mexican drug lords or Joe Arpaio’s anti-immigraquad.
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to reposition itself as a credible source of world news. But why did the network
suddenly find Dobbs’ views so offensive? Had Dobbs’ relationship with CNN really
deteriorated overnight or was the network responding to a more complex set ofl nationa
issues? Did Latinos, as the fastest growing minority in the United Statégenly merit
“unbiased reporting”? Was CNN finding it necessary to finally recognizadsaais an
influential social force within mainstream America?

The premiere of CNN'’s two part series “Latino in America” just one month
before Dobbs’ resignation appeared to hold some answers. Narrated by senior anchor
Soledad O’Brien, the series was interested in featuring the stories gjrants who
were living the American dream. Most of the stories highlighted in the seeresof
people who had gained or were on their way to gaining legal immigration status and
with it a solid middle class lifestyle. Though O’Brien travelled to the niagtino-
populated cities in the country to film the documentary, surprisingly, the prisgram
producers wove the city of Los Angeles into the series almost taalfyeby featuring
the little known suburb of Pico Rivera. The small city of only 66,000 people, of whom
92% are of Mexican descent, is located about five miles east of East Loge#\agdlis
neatly cradled between the Rio Hondo River and the San Gabriel River Basin. Though
Pico Rivera is usually only remembered by history as the site of the raRih dé
Jesus Pico, California’s last Mexican governor (1832; 1845-1846), O’Brien and her
producers decided to take a closer look at this unpretentious city. O'Brien explains
her bookLatino in Americaa collection of essays which arose from the production of
the television series, that “Pico [Rivera] residents think they've aeatatino

Mayberry, a place so removed from immigration and the acrimonious debate that the



residents get insulted if you assume they speak Spanish. | like Pico [Rorevaf
documentary because it's a window into what the future might look like” (187). In this
way, “Latino in America” dares to imagine not only the new demographics of thedUnit
States and its subsequent geopolitical shifts, but also the meaning of culizeabkbip

for Latinos.

While citizenship is often conceived of as a legal category which is bestowed
upon an individual by the state either by virtue of place of birth or through theirsgvear
of a naturalization oath, cultural citizenship is a negotiated practice. Ingd®th.S.
citizenship, it is a status that an individual either has or does not have, andgmythin
between does not exist. However, cultural citizenship involves individuals negptiat
their often ambivalent and contested relations with the state and the hegemonic forms
that determine the dynamics of belonging within the nation. Though anthropologist
Renato Rosaldo understands the concept of cultural citizenship as the demand made by
disadvantaged individuals for full citizenship despite their cultural differeooe
mainstream society, | employ the term to signalitegeral negotiations taking place
between those same individuals and the state. In this sense, | build off of the definition
of cultural citizenship used by social cultural anthropologist Aihwa Onghndhie
explains as “a dual process of self-making and being-made within webs of pdwer |
to the nation-state and civil society” (264). Cultural citizenship, therefore, grawoted
by the mystical powers of the state, but rather achieved through the effortsvafuals
seeking to negotiate their place within the nation. Culture, and the right to its
manifestation, becomes then the site through which individuals, including those not

recognized by the U.S. Constitution, challenge the state and its exclusiorzigegrdn



the discussion that follows, | will discuss how a contemporary consideratiortwatul
citizenship can help us think about the problem of locating Mexicanness and Mexicans
within the nationalist imaginaries of both the Unites States and Mexico.

But does a Latino Mayberry have the need to appeal to cultural citizenshgp? Aft
all, the debate on immigration and the use of the Spanish language, according to
O’Brien, appear to have no place in Pico Rivera. The predominant language spoken in
Pico Rivera is English and many of the city’s residents are of second ahd thir
generation Mexican descent with few ties to Mexico. It would seem theththat
residents of Pico Rivera would have little trouble being recognized by carporat
America as American citizens. However, | argue that this Angeleno sigbpirécisely
the product of cultural citizenship. However much this town prides itself on its large
Fourth of July fireworks festival and little league baseball, historictdby city of Pico
Rivera has struggled to retain big business within the community. In 2005, the city
sought to develop the remains of a plot of land which was once the site of a Ford Motor
Company assembly plant and later a Northrop Grumman plant. The city planned to
attract “good all-American stores” such as Staples, Wal-Mart, andeBo(O’Brien
190). But city council members didn’t expect to find that Pico Rivera would ultimately
be overlooked by these national brands due to the city’'s 92% Mexican-descent
demographic; Gracie Gallegos, the city mayor, explains that thististatanslated into
the image of an undereducated, impoverished, and non-English speaking community.
Ultimately, the city offered to subsidize these stores for a pre-detdriength of time
if they agreed to open locations within Pico Rivera’s new shopping complex. @aral-M

accepted and it is now estimated that about twenty-five thousand people walk through



the doors of this location on any Saturday, and Pico Rivera’s Borders bookstore sells
more Spanish books at this location than in any other of its chain stores in the United
States (ibid). Of the food and store chains who have begun to look for location space in
the city, Gallegos explains that “unfortunately it might be too late becausésthet a
lot of space in Pico Rivera” (191).

While some critics might be tempted to claim that the city of Pico Rivera
succumbed to the racist practices of these “good all-American storgglifficult to
deny that the increased revenue generated by these businesses and thee28&imcr
median house prices turned the city into one of the most prosperous suburbs outside of
East Los Angelesico Rivera at a GlangeThe people of Pico Rivera refused to
remain economically invisible and re-negotiated the meaning of the @9
Mexican-descent population. The city’s residents claimed their culiticnship by
not only asserting their power as consumers, but most importantly by declaring
themselve®A\mericanconsumers; for the residents of Pico Rivera, to be an American
consumer meant actively participating in the American economy as culiizahs.
While consumerisfis not the only way to declare cultural citizenship, in the case of
Pico Rivera, it represented the most assertive way to dismantle corporatieaisn
ideas about Latinos and their consumption habits. Although the economic and political

battle won by the city’s residents produced quantifiable gains for both thenditthe

? As | mention above, cultural citizenship does retassarily have to be asserted or negotiatedrirstef
consumption. However, | propose approaching thetipre of capitalist markets not in terms of itsiatig
oppressive dynamics, but rather in terms of itsiidgies for cultural resistance. As | have atfged to
show through the case of Pico Rivera and will fertexplore in chapter four, capital markets anducel
are constantly intersecting in everyday life. Cdesing the influence that market forces exert aasly
life, | find it important to ask what possibilitiésr cultural citizenship can be created throughket
participation.



corporations, the answer to the question of whether Pico Riverans were American
enough for these businesses represented a priceless win. In the case ofdPecari
its store wars, the recognition of the city’s residents as Amerezguneted to their
assertion of their cultural citizenship.

Although media outlets such as CNN have only recently begun to take notice of
pockets such as Pico Rivera where Latinos are actively assertingl#oeiras
Americans, Mexicans have a long history of seeking their place within tloennéhe
case of CNN and Pico Rivera is a contemporary microscopic look into the inner
workings of cultural citizenship and the function of Mexicanness within a Latino
community. | find it relevant to part from a discussion of how the notion of
Mexicanness, and its association with Latinness, continues to shift even todiey. In t
discussion that follows, | aim to identify how, historically, Mexicanness hapedany
concrete and unified definition; this elusive quality complicates the locatibatof
Mexicanness and Mexicans. The question of where Mexicans are located within the
imaginary landscape of the United States is best summarized by litateryohn-
Michael Rivera as “a complicated inquiry into the relationship betweerriéa'e
geographic imagination as a (trans)continental empire and the political aigthtracial
status of Mexicans as an identifiable collective group who reside both within andieout
the maps...” (11). The radical redrawing of the geographical and imaginary$order
which resulted from the 1848 Treaty of Guadalupe Hidalgo complicated the questions of
who is represented as an American citizen and what is the status of welhectority

groups.



However, the complex re-drawing of boundaries placed the people of Mexican
descent at the crossroads of American nationhood and Mexicanness. Alonso S. Pereles
a founding member of an early civil rights group, the Order of the Sons of America,
explains this phenomenon best in his essay “The Evolution of Mexican Americans,”

which he first presented to a Mexican public in 1923:

We Mexicans should take more of an interest ingmuernment. Ours is a republican government, and in
the words of the great president Lincoln, “a goweent of the people, by the people and for the mebpl

... No one person in whose veins flow blood from aaptlace that makes up this nation has the right —
even if he does have the audacity — to will us tixatare not “one hundred percent Americans.”

As | have already said, based on ethnicity, hiseoy geography, nobody — except for the pure bldode
Indian — has more right than we, the descendernitid#lgo and Cuauhtémoc, to call themselves one
hundred percent American (quoted in Kanellos 155).

Pereles emphatically concludes that since Mexicans in the United &t&atbe

descendents of the revolutionary Hidalgo and the Aztec emperor Cuauhtémoc, then the

United States should bestow on them the democratic privileges of citizenship,

facilitating their evolution as one of the “people” to whom, Pereles arguesiére

Lincoln refers in his works. What is interesting about Pereles’ essay lsthatovers

the historical, almost mythical, ancestors of the Mexican nation in order to meeicdtd

the symbolically universal democratic language of Lincoln. Perelddyessumes his

position as a Mexican in order to demand his citizenship rights as an American.hrhroug

the peculiar invocation of Hidalgo, a Creole, and Cuauhtémoc, an Indian, Pereles is

appealing to his mestizazncestry in order to re-imagine the very idea of citizenship.
However, Pereles’ discursive appeal to his subject position not only as a Mexican,

but also as the descendent of a long history of mestizaje, necessitatesoniggesti

Mexicanness. What are the features of Mexicanness that allow a Mexwcarnean

such as Pereles, to link his ancestry to the citizenship of the United States®tHew

apparent permeability of Mexicanness, which Pereles describes, ced$tifnd what



is the role of the Mexican state in shaping not only Mexicanness, but also in negotiati
the meaning of Mexican cultural citizenship? It is important to note tmateRalelivers

his essay shortly after the end of the Mexican Revolution (1910-20). Not so
coincidentally, his claims for citizenship through the invocation of a genealogy of
mestizajecoincide with the height of the post-revolutionary Mexican state’s own project
of forging nationhood and modern citizenship. Although the search to define the
characteristics of Mexicanness can be traced to as early a¥ tret8ry with the
publication ofPrélogos a la Biblioteca Mexican@755) and_a historia antigua de
México(1780)by the Creole Jesuits Juan José Eguiara y Egurén and Francisco Javier
Clavijero Echegardy respectively, it was not until the first fifteen years after the
Revolution that a fruitful endeavor to create a unifying nationalist discourse was
accomplished. At the heart of this all racially encompassing nationalisudsscwas

the creation of a common cultural and historical heritage. José Vasconcelox'Mexic
first Secretary of Education (1921-24) and ardent promoter of post-revolutionary
cultural production, captures best the language of this new nationalist discourse in his

seminal essala raza cosmicg1925):

La civilizacién no se improvisa ni se trunca... sewdesiempre de una larga, de una secular prepargcio
depuracion de elementos que se transmiten y seicamtesde los comienzos de la historia. Por eso
resulta tan torpe hacer comenzar nuestro patriotmn el grito de independencia del Padre Hidalgo...
pues si no lo arraigamos en Cuauhtémoc y en Atpaual tendra sostén, y al mismo tiempo es necesario
remontarlo a su fuente hispanica... (7). ... El india, pedio del injerto en la raza afin, daria el sd#o

* Although Eguiara y Egurén and Clavijero were wijtarecades apart from one another, it is curious to
note that they were primarily interested in recogdihe cultural history of Mexico. In hRr6logos
Eguiara y Egurén creates a descriptive list offelliterary works published hmejicanogCreoles and
mestizos) up to the time of the book’s publicatide.includes a fiery defense of the Mexigagenioby
praising the colony’s literary production and eyea-conquest cultural production. Clavijero folloas
similar path by recounting the history of Mexicodluding the pre-Conquest period) through a reading
the Aztec codices and ideograms. For the two Jeghié book is not only a cultural object, but more
specifically an artifact capable of revealing tkersts of the ancients while simultaneously atigsi the
ingenuity of colonial Mexicans.



los millares de afios que median de la Atlantidaestia época, y en unas cuantas décadas de eagenesi
estética podria desaparecer el negro... (43).

Although like Pereles Vasconcelos invokes the racial and historical heritage
represented by Hidalgo and Cuauhtémoc, he ultimately implies that “|a atviliz
[mexicana]”’ should be defined by a set of characteristics that are “hiapanrcnon-
Indian. Within Vasconcelos’ plan for the “cosmic race” and the modern Mexicamnati
the Indian and other racialized others are to disappear to give way to theitidgte c
Their racial and cultural disappearance of the Indian forms part of Vasesnglan to
deal with the illiterate masses which the post-revolutionary state mwggltg to
integrate into the modern nation. In practice, this plan translated into the iempéion
of education and hygiene programs intent on replacing Indian cultural practices with a
Western way of life. Far from genuinely appealing to Cuauhtémoc as a fanadati
figure, Vasconcelos looks to the Indian as merely an evolutionary bridgedtovealern
nationhood.

While Pereles and Vasconcelos both invoke Mexicanness, it is important to
highlight that it represents a different configuration of citizenship for eaitér.

Pereles invokes Mexicanness as more than simply the national characteopiea fper
Pereles, Mexicanness serves as a discursive move linking the Mexicantpeople
Indian heritage in order to lay claim to what José Limon calls “Greateichbléthe

unity of territories inhabited by people of Mexican descent on both sides of the U.S.-
Mexico border (3). However, for Vasconcelos, Mexicanness is a vehicle which
facilitates the ultimate erasure of an Indian heritage and the returnttofasakies that
seek to racially and culturally “whiten” and modernize the nation. In this Rergles

and Vasconcelos are ultimately pointing toward two very different concegatiahs of



Mexicanness whose implications are vastly distinct. As Pereles sea&gdtiate the
meaning of cultural citizenship, more specifically a set of democrghtstifor the

people of “Greater Mexico” through the deployment of Mexicanness, Vasconcelos,
within the context of post-revolutionary nation building, attempts to rigidly define the
parameters of modern citizenship in Mexico by appealing to Mexicanness. Bdbhow
both Pereles and Vasconcelos, writing during roughly the same time peaicit stech
different conclusions with respect to Mexicanness and its implicationgifm@nghip

and the nation? How is it that Mexicanness is approached and shaped by different
groups? What are the broader implications of the construction of Mexicanness for the
making of nationalism beyond the geographical confines of mapped borders?

It is precisely at the juncture of these inquiries that my study, “Transcending
Borders: The Transnational Construction of Mexicanness, 1920-1935,” begins to
guestion the construction of Mexicanness and its implications for Mexican nationhood.
In the early stages of this project, | initially set out to answer the quesfiovyy
people pledge allegiance to the flag and why today nationalism continuegecsigeh
heated passions. Although nationalism is a subject that persistently maké@scheadk
either in the form of international business or politics, | wanted to understand the inner
workings of nationalism within the context of Mexico. | wanted to know why so many
U.S.-based Mexicanfys deseterradgscan simultaneously cry at the sound of Mexico’s
national anthem, but also cringe at the sight of the Mexican national colors when
exhibited alongside the PRI's (Partido Revolucionario Institucional) logbelearly
stages of this project, | believed that to be Mexican was as Los Angeles dolumnist

writer Hector Tobar summarizes, “To say ‘| amexicandimplies an identifiable set of

10



beliefs and customs; love for the tricolor flag, reverence for early-tethrtentury
revolutionary icons like Pancho Villa, and shared grievances with respect taited U
States” (19). But as the juxtaposition of Pereles and Vasconcelos shows, locating
Mexicanness is not as simple as generating a short list of identifiabledviazons.
The search for Mexicanness must necessarily take into account the complaicdyrfa
race, the writing of history, and the construction of a national patrimony.

Although the question of nationhood and its implications for citizenship entalil
recovering the stories of “peoplehood” as John-Michael Rivera describésciisimy
study on reconstructing the stories of nation-making touted by the presentation and
circulation of so called “Aztec” artifacts. These cultural objects, whettehaeological
or spurious, ultimately tell more about the people who have collectively createdshem
national icons than they do about the ancient Aztec Empire that they are intended to
represent. | read the artifact as a gateway to understanding the writiffigiaf bistory
on the part of the state and the subsequent re-writing of that memory by the common
people. More specifically, | read the artifact through an analysis ofotkiption and
exhibition and through the (un)official narratives it represents. | not only approach the
artifact as a type of palimpsest where different interest groupsamatee-write history,
but as a privileged body which is able to freely circulate and cross bordecsiinthe
hassle of visas or passports. And like Mexicanness, artifacts prove to beedxtrem
malleable, taking on the characteristics desired by the artisan,, wotgician, or
entrepreneur who happens to be working with them. | propose that the artifact be read as
a text capable of revealing the vision of nationhood and citizenship supported not only

by the state, but more importantly the one being shaped by people operating outside of
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the dictates of the state. Unlike the literary text, the text supported bytifiaet is one
which intersects with the nation-making endeavors of Mexicans who did not nmégessa
possess the ability to read. The artifact itself can take the shape of myadypgible
object while representing more than one set of cultural values. The aa#daefine it
within my study, begins as an object valued by an institution, such as the state or the
museum, and has the ability to become a token for cultural negotiation betweets citize
and the state. While not all artifacts can be easily appropriated for the pofpodteiral
negotiation, as | discuss in chapters one and two, | am patrticularly interettede
that can mediate the relationship between citizens and the state. A studiviektban
nation must take into account forms of cultural production which were accessible to a
heterogeneous audience, and not only to an elite sector of society. Tlot @lttifaately
allows for a study of nation-making which recovers the participation of the common
people, truncating the idea of the nation as a purely elitist project.

While other studies, such as Ricardo Pérez Montfiéstampas del
nacionalismo popular mexicar{f@8003), have been conducted on the construction of
Mexicannessvithin post-revolutionary Mexico exclusively, my work strives to question
the transnational manifestations of Mexicanness, a concept born in the dftef it
Mexican Revolution, as it was shaped by the representation of Mexican cultural
production in both Mexico and the United States. An analysis of this transnational
Mexicanness leads to several questions concerning modern nationhood and citizenship:
Whose interests are served through displays of Mexicanness? What social @&al polit
possibilities does Mexicannesfer through its multiple cultural locations? Finally:

How do the circulation of Mexico and its significations within the U.S. imaginary
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inform a broader idea of the meaning of Mexicanness? It is my goal toagenand
answer these questions through an investigation of the ways in which the cultural and
national representation of Mexico in museums, alongside the standing of thm@aMexi
national, advance a certain idea of Mexicantieassshapes the place of Mexicans on
both sides of the border. | examine the construction of Mexicatimesgyh an analysis
of the limitations of Mexican post-revolutionary literary production in generaticigar
vision of Mexican nationhood as well as the possibilities for nation building offered by
public spaces such as the museum and the monument (an outdoor museum). It is crucial
to look to the museum not only for its production and display of state-sponsored history,
but also for its status as a cosmopolitan institution looking to both promote the nation
within the country’s geographical borders and also among the international cognmunit
of modern nations. The museum is an important space where the state’s vision of a
nation in the making can be read. Through an interdisciplinary analysis of thieatole t
the Mexican National Museum and private museological endeavors have played in
shaping Mexicanneskcontend that the “Mexican” museum artifact represents an
alternative text to the novel and school textbook, which have formed the archive for past
studies on Mexicannegs its ability to narrate a national identity ultimately shaped
beyond Mexico’s geographical borders.

My study of transnational nationalism is organized around four different types of
artifacts. Each chapter is dedicated to the exploration of the book (the |aetitagt),
the archaeological artifact, the monument (the created artifact), @asg@unious artifact
(an artifact of contemporary production which is intentionally presented as a genuine

object of ancient provenance). | have organized the chapters that follow to reflect t
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evolution of the relationship between the artifact and the nation in Mexico witiméhe f
chapter exploring the spurious Aztec artifact within the United Statebapters two
and three | draw significantly from Tony Bennett’'s notion of the exhibitiooanyplex,

which he summarizes as:

The institutions comprising ‘the exhibitionary colemw’..., were involved in the transfer of objects and
bodies from the enclosed and private domains ithwthiey had previously been displayed (but to a
restricted public) into progressively more open pollic arenas where, through the representatmns t
which they were subjected, they formed vehiclesrfscribing and broadcasting the messages of power
... throughout society (61).

Although Bennett develops this idea within the context of the British and French
museums of the fcentury, | find that the spectacle of power to which he refers allows
for a meaningful discussion of the Mexican state’s strategies for the ciustrof
political and cultural hegemony. Before exploring the function of the artifalsintite
museum, | begin with an analysis of the book whose access to the massasdsymi
the country’s elevated illiteracy rates. The novel’s lack of vision fort WiegaMexican
nation should be and what it should look like also limits the book’s ability to inspire the
creation of modern nationhood. Parting from this first chapter allows fori@atrit

evaluation of historian Benedict Anderson’s conceptualization of the nation:

it [the nation] is imagined as@mmunitypecause, regardless of the actual inequality aptbigtion
that may prevail in each, the nation is always eored as a deep, horizontal comradeship. Ultimatésy
this fraternity that makes it possible, over thetpgao centuries, for so many millions of peoplet o0
much to kill, as willingly to die for such limiteidhaginings (7).

An analysis of the Mexican state’s national project in chapters one and two shows
that the nation, according to the state, is far from “a deep, horizontal comradeship” for
the common people. Those citizens not already conforming to the state’s vision of
modern citizenship are essentially written out of the national memory and denied
representation within civil society. Mexico’s rural, poor, and contemporary Indian

populations are excluded from the state’s writing of history as the case National
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Museum shows. A careful analysis of the erasure oCtelicuemonolith and the
state’s re-packaging of Cuauhtémoc reveal the cultural strategiekich the Mexican
state denies national and civil representation to its Indian and mestizo posulgtith
the progression of each chapter and the analysis of a hew type of artifact inteseh,
the development of nationhood among the disenfranchised people of Mexico through
their re-invention and even creation of new representations of Mexico. lthajueis
ultimately through the creation of new Mexican icons, whose circulation closely
parallels the flow of transnational capital markets, that Mexicannesgresented as
the meaningful participation of the disenfranchised people of Mexico withinanati
that spreads beyond geographical borders. As | show in chapter four, the Mexican nati
is collectively invented far beyond the national borders of Mexico allowing for a
conceptualization of cultural citizenship rooted within an ancestral memory and not a
legislative categorization.

While this project is based on an analysis of the nationalist discourse circulating
in Mexico from 1920-35, my final chapter ends with a study of the spurious amifact i
the final years of the focentury. This seemingly backward progression to a later period
is necessary in order to uncover the origins of the transnational invention of
Mexicanness, a process which begins in the decades prior to the Revolution. Although
the spurious artifact certainly circulated during the post-revolutionarggydram most
interested in this project in uncovering the origins of this process rather tmaaingt
its development in later years. | find this reverse chronological prognesscessary in
order to juxtapose the trsansnational invention of Mexicanness with the unified

nationalist discourse of the Mexican post-revolutionary state. While | beginsthino
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chapters with discussions of the nation and how it is envisioned by the state through the
novel and the museum, | shift the focus of my last two chapters on the practice of
cultural citizenship. The nation cannot be fully explored without studying how the

nation is practiced. It is through the practice of cultural citizenshighkatation is

practiced in everyday life. Though | touch upon the notion of cultural citizenship in
chapter three, | explore this concept more fully in my final chapter. Thegsagn of

each chapter leads to my analysis of this study’s fullest artienlaficultural

citizenship in my final chapter where | find the most meaningful represmants
Mexicanness within the transnational circulation of the spurious artifact.

In my first chapter, “Narrating a New Nation: From the Peasant Réwoliat the
Intellectual Revolution,” | study the vision of the Mexican nation offered by the
country’s two most canonical novels of the Mexican Revolutios,de abaj@1915)
andEl aguila y la serpiente (1928 well as the first state-endorsed essay defining the
essence of Mexicanness “La raza cosmica” (1924). An analysis of thdseshows
that the Mexican Revolution represents a different set of goals for tearpedighting
for the right to land ownership and the intellectuals searching for the estadlisbim
progressive social mores. Though these authors seek to reconcile conflicting abtions
Revolution, the three works ultimately succumb to an urban and bourgeois idea of the
nation that excludes the same Indian and mestizo peasants who made the Mexican
Revolution possible. For the post-revolutionary state, Mexicanness is rigidiyiassl
with bourgeois subjectivity as well as mestizo culture; “La raza cosrsioarigly
suggests the goal of erasing the Indian not only from the Mexican landscagdsobut a

from the definition of Mexicanness. In evaluating these works, | find thatjutiie
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difficult to sustain the argument, in the case of Mexico, made by acadenticassuc
Benedict Anderson that print media birthed the nation. Quite the contrary, they litera
revolution begun by the Mexican Revolution became not only inaccessible to the
illiterate peasant, but also points to this large sector of the population@senpfor
nationalism.

Contrary to the Mexican novel, Mexico’s National Museum attempts to narrate a
vision of the nation through the incorporation of a millenary Indian, and not the
contemporary Indian, as the protagonist of that history. Through an analysis of the
museum’s rationale and selection of artifacts, | show in chapter two how tbiey loit
Mexico’s ancient archaeological artifacts is “enhanced” to support the post-
revolutionary state’s version of national glory. This chapter titled “El MusemNal
de México: Selecting and Exhibiting a Glorious Nation” focuses on how the museum
attempts to narrate the proud vision of the Mexican nation that the literary works i
chapter one are simply unable to accomplish. In this chapter | focus on a coraparat
case study that analyzes the rationale behind the museum’s veneration otthe Azt
calendar and its abhorrence for the monolith Coatlicue despite the two of them being
initially interpreted by Creole Jesuits as bad omens. In the case oftthealiduseum,
Mexicanness is presented through the careful selection of archaeologfi@eisaframed
for the exaltation of a Creole nation, which in the post-revolutionary period iseckter
as a mestizo nation. Although the archaeological artifacts of the Natloisaum are of
indigenous production, these artifacts are deployed by the museum to excludeffigure
the Indian from the production of Mexicanness. My analysis shows that déspite t

state’s configuration of the museum as an institution for the production and diffusion of
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knowledge, its ability to reach citizens of all social classes is linyeits function as a
temple of elite culture.

The monument, which | treat as a kind of outdoor museum, overcomes barriers of
illiteracy and bourgeois social code by standing in the middle of the cityssiolesto
all, as it depicts a story of the nation’s history sculpted in bronze. In my third chapte
“Will the Real Cuauhtémoc Please Stand Up?: The Awakening of Many Cuaubktémoc
| argue that the monument functions similarly to an archaeologicalcaitifés ability
to narrate the glories of the nation. But unlike an archaeological artifachdnument
is a created artifact that is sculpted to meet the dimensions of the oféigav of
history. Through an analysis of the Cuauhtémoc Monument, an ode to the last Aztec
Emperor, | show how Mexico’s multiculturalism is actually written outistory even
as racial mixture is affirmed through the state’s discourse on mestlmjeultural and
biological fusion between Indian and Spaniard. However, an analysis of the monument’s
potential for interaction with the masses sheds light on this artifact’srbkdping
people reclaim public space and history as their own.

As the state encouraged vigorous cultural production in its efforts to define the
features of the Mexican nation in the years prior to the Revolution, notions of
Mexicannessvere simultaneously taking shape in the United States. The pioneering of
archaeology in Mexico toward the end of th& t@ntury by French and American
scientists spurred an interest in things Mexican among American calector
museums. In my fourth and final chapter, “The Faking of History and the Making of
Mexicanness | explore how the overwhelming creation and circulation of false

archaeological Mexican artifacts within the United States re-ingdg¢hteMexican
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state’s rigid notion of Mexicanness. | focus specifically on the orgaoizatid travels

of the Aztec Fair (1886), a travelling show of Mexican antiquities and perfsyrmer
alongside the Pan-American Exposition at Buffalo. The advent of transnational capit
markets within Mexico facilitated not only the participation of disenframech@stisans
within the creation of Mexico’s representation abroad, but also their partcipatthe
nation-making process. In this chapter, | look beyond a discussion of the nation as a
geographically bound location to more fully explore the potential for Mexicaneess a
articulation of cultural citizenship for people of Mexican descent on both sides of the
U.S.-Mexico border.

Many of the questions informing this project can be traced to the works of other
scholars within the fields of Latin American Studies, Museum Studies, and Latino
Studies. Nestor Garcia Canclini@ulturas hibridag1990) argues that cultures,
practices, and artifacts are hybrids, resulting from the melding efeliff societies and
experiences. This hybridization is nowhere more visible than in Mexico where the
fusion of Indian cultures and Spanish colonization form the core of national history and
culture. Highlighting that Mexico shares a highly contested border with thedJnit
States, Garcia Canclini argues that Mexican American culture deatesstiybrid
forms too. Chicano lowrider cars, for example, subvert a classic symbol of Uuecult
Culturas hibridagakes as its starting point the modernizing drive many Latin American
leaders urged for their countries during the 1990s. This drive involved embracing new
technologies as well as new economic and political models, such as glotwalizati
Garcia Canclini contends that this drive does not replace traditional cultutidgsac

but rather results in the creation of hybridized interactions. For instanae Alnagrican
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governments, such as Argentina’s or Mexico’s, may adopt democratic and fiest ma
systems, but may still preserve aspects of their authoritarian past.

However, understanding how material culture or artifacts take form re@ures
analysis of the strategies and institutions that are directly involved irctieation. In
The Birth of the Museui995), one of the foundational texts in Museum Studies, Tony
Bennett explores the philosophical, social, and ethical beliefs influencingdhsien
of 19" century European museums. His collection of essays documents how the public,
specifically in England and France, were expected to use museums. Beguestthat
museums were credited with the ability to escort an unsophisticated publiomuie a
elevated form of moral and civilized behavior. In tracing tH& déhtury curiosity
cabinets to the rise of the modern museum, Bennett adopts a Foucaultian approach that
leads to an analysis of the modern museum’s role in controlling an emerging middle
class. Bennett portrays the museum as an institution directly involved in the task of
teaching civilizing values and rules of social decorum. Simultaneously, the mussum
the state's face to its citizens, is put into service as a locus from whicheot pragjional
power and authority. The welfare of the individual is viewed as directly dependent on
his domestic and national environment, including social and cultural institutions.
Bennett goes on to investigate the museum not only in its manifestations ag a publ
institution of science and art, but also in the broader context of public quasi-educational
institutions and entertainments, such as fairs and amusement parks.

Though Bennett’'s work provides an important theoretical framework for
approaching the museum within the constructs of national history, another ses of tool

are needed to understand the post-colonial museum. Luis Gerardo Morales Moreno, in
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Origenes de la museologia mexicdh@94), traces some of the more relevant
publications and case studies regarding the collection and exhibition oftanftn

the Mexican National Museum. Drawing heavily from Bennett's work, Mordi@&no
highlights the importance of a national patrimony coupled with a slogan for progress
within late 19" century Mexico. He provides an analysis of the historical specificitie
that must inform any study of the Mexican National Museum. Aside from outlining a
theoretical framework for a scholarly approach of the Mexican Nationad s
Morales Moreno also pays special attention to the monddithedra del sohnd
Coatlicueas they have helped to shape the collection and exhibition practices of the
museum in the 20century.

While Morales Moreno highlights the nationalist underpinnings of the Mexican
Museum, Benedict Anderson studies the role of culture within the construction of the
nation. Inimagined Communitigd983), Anderson describes community and nation as
an imagined space created from cultural constructions. He looks specifictfy/ rise
of print culture during the Enlightenment to trace the origins of the modeom rati
imagined community. Through the production of books and a literate public, the printing
press began to sell national culture along with the novel. Anderson argues that
nationalism is constructed and understood not through political systems of power, but
through systems of cultural production. Essentially, culture creates the natagrsAn
shows that it was impossible for each citizen to know and identify himself witi ever
citizen given the sheer size and diversity of national territory. Through tbadspf
print culture, the public collectively imagined their community creating seseins

nation.
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Following Anderson’s discussion of nationalism in terms of cultural production,
John-Michael Rivera attempts to recover Mexican American culturalilconns to
U.S. history and literature. [hhe Emergence of Mexican Amer{@806), a study
covering the period in U.S. history from 1821-1939, Rivera argues that the associat
between democracy, race, and citizenship depends on cultural production and
representation. Using the term “peoplehood,” Rivera analyzes how collective
consciousness coalesces around cultural production, which subsequently impacts
political mobilization. In this revisionist view of Western American &tgrhistory,
Rivera furthers contemporary projects that insert Mexican Americanloaiins
within U. S. literary studies. Rivera’s book follows a model of Latino scholarship that
engages in cultural critique under the rubric of cultural citizenship, a concégradt
by Renato Rosaldo and others. Rivera specifically investigates therwaigch
Mexican Americans, such as Lorenzo de Zavala and Miguel Antonio Otero, mateuver
within the public sphere in efforts to achieve political enfranchisement. He comibands
though frequently overlooked, Mexican American cultural workers employeduitera
for specific political purposes that narrate the Mexican American quest ydoonl
political power, but recognition of citizenship as well.

While this project begins as an exploration of the nation-building endeavors of the
post-revolutionary Mexican state, its trajectory makes critical iatérons within the
field of Museum Studies. Although much work has been conducted on the study of the
European museum, the French and British especially, few studies have been conducted
on the development of the museum in Latin America. Unlike the imperial legacy of the

European museum, the Latin American museum must be evaluated within a post-
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colonial context and the effects of a post-colonial legacy need to be considered when
thinking about the museum as a vehicle for nation-building. My chapters on the Mexican
National Museum and the monument contribute not only to the void of Museum Studies
within a Latin American context, but also to a more nuanced understanding of the
particular challenges of the Mexican museum, such as the national and Historica
imagining of the Indian. In this study, | not only consider the place of the Niationa
Museum within the broader formulation of Mexican nationalism, but with the aid of
Museum Studies | also closely interrogate the artifact itself beyormbtiiext of the
space of the museum. Drawing from the conceptual tools of Museum Studies, atlows f
an intervention into nationalism that places the field in dialogue with other adkesst
disciplines.

My analysis of the cultural strategies used by the post-revolutiorsdeyasid the
transnational circulation of Mexicanness also helps us rethink Mexican Sasdaefseld
of study that needs to be conceptualized in conjunction with other fields of airieal
studies. As | show in chapter four, Mexican Studies and American Studies need to be
thought of in conjunction with one another and not simply as the reinforcement of the
“nation within a nation” model of approaching the presence of people of Mexican
descent within the United States. The fluidity of the transnational flow of cultura
products, such as the spurious artifact, can help us think about the fluidity of not only
geographical borders, but also conceptual borders. Not only does this project propose the
conceptualization of a transnational Mexican Studies and transnational American
Studies, but also a rethinking of how a close study of the artifact and other

manifestations of material culture can enlighten our understanding of thevinéet
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relationship between the nation and the practice of cultural citizenship beyond the
confines of geographical borders.

As a study on the construction of the nation and the invention of Mexicanness, my
dissertation is one more attempt to understand the nature of nationalism. While many
studies on nationalism have been conducted within the broader disciplines of the
Humanities and the Social Sciences, my study on Mexicanness and the agifact ha
implications far beyond Mexico and the United States. As | have suggested in Imy fina
chapter, the circulation of material culture can help us think about the survival or
metamorphosis of nationalism within the context of globalization in the tweasty-fi
century. While in recent years the process of nation-building has increasiegly be
conceptualized by governments in terms of war and destruction, | hope that the present
study contributes to a re-thinking of nationalism that places culture and coliab@ta
the center of nation-making.

While this project begins as an exploration of the nation-building endeavors of the
post-revolutionary Mexican state, its trajectory makes critical iatérons within the
field of Museum Studies. Although much work has been conducted on the study of the
European museum, the French and British especially, few studies have been conducted
on the development of the museum in Latin America. Unlike the imperial legacy of the
European museum, the Latin American museum must be evaluated within a post-
colonial context and the effects of a post-colonial legacy need to be considered when
thinking about the museum as a vehicle for nation-building. My chapters on the Mexican
National Museum and the monument contribute not only to the void of Museum Studies

within a Latin American context, but also to a more nuanced understanding of the
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particular challenges of the Mexican museum, such as the national and Historica
imagining of the Indian. In this study, | not only consider the place of the National
Museum within the broader formulation of Mexican nationalism, but with the aid of
Museum Studies | also closely interrogate the artifact itself beyormbtitext of the
space of the museum. Drawing from the conceptual tools of Museum Studies, atlows f
an intervention into nationalism that places the field in dialogue with other adkesst
disciplines.

My analysis of the cultural strategies used by the post-revolutionaeyastd the
transnational circulation of Mexicanness also helps us rethink Mexican Sasdaefseld
of study that needs to be conceptualized in conjunction with other fields of crieal
studies. As | show in chapter four, Mexican Studies and American Studies need to be
thought of in conjunction with one another and not simply as the reinforcement of the
“nation within a nation” model of approaching the presence of people of Mexican
descent within the United States. The fluidity of the transnational flow of cultura
products, such as the spurious artifact, can help us think about the fluidity of not only
geographical borders, but also conceptual borders. Not only does this project propose the
conceptualization of a transnational Mexican Studies and transnational American
Studies, but also a rethinking of how a close study of the artifact and other
manifestations of material culture can enlighten our understanding of thevinéet
relationship between the nation and the practice of cultural citizenship beyond the
confines of geographical borders.

As a study on the construction of the nation and the invention of Mexicanness, my

dissertation is one more attempt to understand the nature of nationalism. While many
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studies on nationalism have been conducted within the broader disciplines of the
Humanities and the Social Sciences, my study on Mexicanness and the agifact ha
implications far beyond Mexico and the United States. As | have suggested in Imy fina
chapter, the circulation of material culture can help us think about the survival or
metamorphosis of nationalism within the context of globalization in tAe&itury.

While in recent years the process of nation-building has increasingly been
conceptualized by governments in terms of war and destruction, | hope that the present
study contributes to a re-thinking of nationalism that places culture and coliab@at

the center of nation-making.
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I. Narrating a New Nation: From the Peasant Revolution to the Intellectual
Revolution

Lo mitico es el arma con que se reprime la experiencia histérica, con que se
entorpece la conciencia. —José Joaquin Blanco in La paja en el ojo

In 1976, writer and literary critic José Joaquin Blanco explained that few
remnants of popular culture had managed to find their way into “la cultura libresca
mexicana” or lettered Mexican culture. While popular culture is gereetdgtthe
masses and characterized by the predominance of oral tradition, Blancgy gitghe
cultura populista significa una interpretacion que los de arriba hacen parésadea
ella, entender y asimilar o manejar mejor a los de abbpg§jal83). In his article
entitled “Férmulas de la cultura populista”, Blanco points toward the production of a
national Mexican literature as one of the fundamental mechanisms by whrcitinge
elite attempted, rather unsuccessfully, to grip the minds of the popularsmiassalos
bandidos de Rio Fri¢l889)to La muerte de Artemio Cr2962), for Blanco, national
literature is representative of a populist manipulation that strives toagersefixed
vision of the nation. But more precisely, this cohesive image of the nation is catbtruct
through the mythic romance of provincial life, as in Manuel Payno’s novel, and the
depiction of the epic rise and fall of larger than géudillossuch as Artemio Cruz.
However, these literary images not only generate the idea of a mythigkaladeation,
but also a grandiose vision of the Mexican citizenry which has little to do with the
everyday reality of the popular masses. In this way, the myths gehbyap@pulist
literature overshadow the immediate social realities experienced by bqibpthlkar

masses and the burgeoning bourgeoisie.
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While Blanco equates the creation of a national literature with the wieldimg of
populist culture, scholars such as Doris Sommer place this literaturejcalgcihe
romance novel, within the context of elite nation building projectsobmdational
Fictions: the National Romances of Latin Ameriaaseminal study on the projection of
a desire for nationhood within the nineteenth century Latin American romance novel,
Sommer shows that the same writers who authored these novels were also the same
statesmen who were engineering the post-independence Creole repulilizsgAlber
study centers on the nineteenth century search for nationhood, it is crucial to note that
Sommer establishes a connection between the production of a national literatine and t
edification of a Creole nationalist project that Blanco rejects to somet datehe
twentieth century Mexican case. This rejection comes in the form of his
conceptualization of the early twentieth century Mexican nationalist pragemne
especially focused on incorporating the popular masses into the modern nation. Blanco
understands national Mexican literature as a process of devious intent that clouds the
historical consciousness of its readers while Sommer reads in Latincameineteenth
century romance novels a desire for the consolidation of nationhood, most payticularl
within lettered circles. For Blanco, that devious literature is excllysate¢he service of
a governing elite interested in manipulating the popular masses. Yet this
conceptualization of national literature assumes at least two things: )dhpdgular
masses have access to print media 2) that this audience is making a paeaclitey of
national literature that furthers the interests of the ruling elite. Hawthese are
assumptions that need to be assessed within the context of the birth of a Mexican

national literature.
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Literatura revolucionaria Writing the Nation’s Literary Revolution

The cultural nationalism encouraged during the early years of the post-
revolutionary period accelerated the process of locating, identifyingxduiluiteng the
soul of the nation. This state sponsored cultural nationalism focused on promoting the
production of artistic and literary works that encouraged positive feelingemtity and
pride among the citizenry. Although the production of a nationalistic discourse
encountered a heavy mix of supporters and critics within the post-revolutionangregi
the cultural agenda played a decisive role in the development of a Mexican national
literature. In 1925, the minister of culture, José Manuel Puig Casauranc, mad®a call
the creation of a national literature that highlighted the country’s soalélyrand
encouraged readers to meditate on the search for “real reforms” (&y\Nd).
Literature was essentially expected to become a vehicle for nationahiitag

This post-revolutionary literary agenda sent a ripple effect amomgg@itd
writers that eventually ignited a debate regarding the contemporarpstetgonal
literature. This polemic was triggered in 1925 among Mexico City’s intaléstvhose
discussions became especially intense over a debate concerning thereits of
Mariano Azuela’d_os de abajoAt stake was the renovation of a Mexican literature
intended to correspond to the demands of the nationalist literary agenda. The debate
confronted the old literary guard with a generation of younger writers sgmused
ideas of revolutionary progress. However, this revoultionary progress quickly took on
authoritarian and patriarchal tones when critic Francisco Monterde G.kaektiat,
“ante el publico de México y de la América de habla espafiola que existectualadad

una literatura mexicana viril que sélo necesita, para ser conocida por todos, uoa difus
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efectiva” (qtd. in Engelkirk 57). The declared desirability for a “virile'ioaal
literature expressed the riserachismas an acceptable expression of state power.
Although this aggressiveness was initially associated during the MexicaruBavol
with popular resistance, it was an attribute readily promoted within thesstate’
elaboration of a national cultural identity.

But the literary polemic did not only pull a relatively obscure novel out of the
shadows, it also triggered a critical discussion concerning liteispuotential to reach
the popular masses. Critics and intellectuals were concerned with thg factor
expressed in the language and content of the nation’s literature partlydtcesvas
the question of delivering a “revolutionary” message that would convey a particula
national cultural identity. It is important to note that terms such as “mtdarban”,
“Mexico” and “social” came to define the particular brand of national cultodersed
by the state (Parra 16). Critic Carlos Gutiérrez Cruz expressesrthection between
the need for a “renewed” language and the post-revolutionary social movement in
explaining that, “Muchos de nuestros escritores afiliados al movimiento social, han
creido que basta con adoptar formas extravagantes, con elaborar metafodas absur
para estar a la altura de las necesidades estéticas del pregerge;gopiivocan de la
manera mas lamentable, puesto que toda obra ejecutada para un lector, delmeitevar c
condicion absoluta ser comprensible para ese lector” (211). GutiérrezsSemtially
heeds Puig Casauranc’s call to generate a literature, and more apig@fiteratura
revolucionarig capable not only of depicting the need to pursue the ideals established

by the Mexican Revolution, but also one potent enough to captivate its readership.
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However, there was also the issue of determining what was meant bynthget@tura

revolucionaria.ln 1925, writer Guillermo de Luzuriaga defines the genre in declaring,

iDesliteraturicémonos! jDespojémonos de toda pajg@e sea dorada!l... Bajemos de la torre de nearfil
donde nuestra vanidad de artista nos haya vueltoétieos y, dejando las sordinas, los refinamieréss
exquisiteces quintaesenciadas y las ‘discreciomagamos a la ‘tierra baja’ en donde toda una ledig
semejantes nuestros desfallecen hambrientos yite® e arrastran, carentes del pan del espdedu,
pan de las ideas... Vayamos a ellos y orientemosssa jabeldia... El mejoramiento social reclama
nuestra cooperacion (94).

For Luzuriagaliteratura revolucionariarepresents not only a renewal of literary
language, but more importantly the approximation between the letterechnlhshe
campesinosvho led the agrarian revolts that characterized the Mexican Revolution. He
proposes the parallel developmentitgratura revolucionariaalongside the movement
of the popular masses. It is important to remember that unrest was gpidlrriaim the
countryside, which later exploded most violently during the Guerra de IderGss
(1927-29), making the revolutionary cause an end that was still to be achieved. The idea
was essentially to synchronize literary production to echo the demands nihae by
proletariats andampesinosvho constituteel alma nacional

The development of lgeratura revolucionariawas crystallized in part by the
formation of the Liga de Escritores y Artistas Revolucionarios (LEARe LEAR,
formed in 1935, represented the consolidation of several intellectual ang Idiectes
both within and outside of Mexico City; although the LEAR was established over a
decade after the publication of the first revolutionary novel, the group reprdsents t
establishment of one of the first artistic groups associated with the Revoltimn.
group became especially influential from 1935 to 1938, through its organization of
conferences and discussions focused on spreading revolutionary literature, art and
ideology among the proletariats arampesinasLEAR'’s purpose is best described by
poet José Mancisidor in an article entitled “La poesia revolucionaria en Méxiwo”, w
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writes that, “Es natural que ante la soberbia de la pequefia burguesia (usufreatuaria
gran parte de la Revolucion Mexicana), se vaya creando una nueva conciendga litera
de acuerdo y mas en consonancia con la esperanza que palpita en los corazones
proletarios” (6). The LEAR’s writers and artists attempted to fommaing working

class citizens a revolutionary consciousness that explicitly countered nohenly
expanding bourgeois social sector, but also the increasingly capitalist ecqubicies

of the state. Although the state certainly promoted the development of revolutionary
artistic production, it did so while simultaneously seeking to strengthen Mgxico’
economic ties to England and the United States. The state was esskgititatly for

the consolidation of the nation on both domestic and international fronts.

Yet despite the revolutionary efforts of groups such as LEAR, the canonical
literary works, which were canonized by the Secretaria de Educaciéon R&iien
produced during the post-revolutionary period espoused the liberal ideals of the
flourishing bourgeoisie. Adalbert Dessau, in his study of the revolutionary novel
declares that, “La literatura revolucionaria... presenta esenciaranideas de la
pequefia burguesia... [aunque] algunos grupos de escritores se aproximaron
temporalmente a la clase obrera y a la ideologia marxista” (110).rivtanet studies
conducted on the revolutionary novel conclude that within some of the works produced
during the period there can be read a dynamic of class violence against the popular
masses. In his study of Francisco Villa within the literary imaginatigeoMexican
Revolution, Max Parra suggests that, “Both Azuela and [Martin Luis] Guzman,... wrote
works that in the act of representing rebel subjectivity simultaneoustittricontrol

and suppress it by employing a social philosophy anchored in notions of private
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property, individuality, and bourgeois nationhood” (8). Rather than describing this
simultaneous representation and suppression of the Mexican Revolution as a
contradiction, Parra approaches this phenomenon as a point of tension representative of
the post-revolutionary period’s conflicting political voices and goals. Durisdithie,

the state chanted socialist rhetoric when it came to social issuesakgeeication

and civil duty, but promoted the formation of a strong capitalist economy. Though
Azuela’s novel was written during the Mexican Revolution and Guzman's fictiedaliz
memoir portrays his role during the height of the armed conflict, it is impddant

highlight that these works were canonized by the state during the post-ianaryt

period and cannot therefore be separated from this particular context. While
revolutionary ideals included the pursuit of equality and the right to private proghert
state’s revolutionary discourse often marginalized its Indian and mestizo papsilay

limiting their access to civil rights. This is not to say that all litew@orks written

during the reconstruction period or under the auspices of LEAR were ingenuing in the
revolutionary efforts to bring about social equality. But rather, what is cuoouste is

that many of the novels and essays of the period espouse the same liberal ideads, such a
modern citizenship and bourgeois subjectivity, which Parra identifies astie sta
sponsored social philosophy.

In order to understand the impact thatlitexatura revolucionariahad on its
readers, it is first necessary to analyze the relationship sustaimezkhdhe (bourgeois)
intellectual and the popular masses during the reconstruction efforteedttals played
a decisive role in forging the cultural nationalism the state desired inithdea

hegemony. It was after all the intellectual and specifically the leoisgntellectual who
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represented the civilized world to which the popular masses were, accarthegstate,
supposed to aspire. | use the term “intellectual” not in the Gramscian bahssther as
an adjective used to describe those who dedicate themselves to the realm of ideas as
opposed to organization, administration or government. However, with this clarification
| do not mean to disregard the role played by other kinds of intellectuals within the
development of the Mexican Revolution. As historian Alan Knight emphasizes,
“También se puede dar el caso (y aqui sostengo que asi fue en el México revadjcionar
de que los intelectuales menos destacados o ‘tipicos’ desempefien un papel enportant
aunqgue poco reconocido en el proceso politico” (“Los intelectuales” 29). The
recognition these intellectuals sought was directly linked to the constructsbatef
hegemony and not necessarily to the cultural citizenship sought by the revolutionary
masses. Many of these intellectuals strove to find political participatithin the new
political order taking shape as early as the peak of the Revolution. It is precesel
political recognition of these intellectuals which needs to be asses$ad tivé context
of nation building and more specifically, the construction of state hegemony.
Delineating the difficult relationship shared between the intellectuahend t
popular masses requires asking how the idea of revolution adds a new dimension to their
exchanges. The nation building project up until the Mexican Revolution had been an
endeavor pursued by intellectuals far before the fight for independence (1810-21). But
when the Diaz regime was finally defeated in 1910 and the Mexican Revolution’s rank
and filecampesinosvere recognized as greatly responsible for the political and social
instability that ensued in the aftermath, it was clear that the populagsnamsdd no

longer be omitted from the pursuit of nationhood. A process of incorporation was soon
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started through the usage of revolutionary jargon and the search for new alliances
between intellectuals and the popular masses. Though the recent Revolution was the
bridge that would bring these groups face to face, as historian Franz Borkemau poi
out, “the central problem of the revolutionaries was from beginning to end... how can
the revolutionaries, the ostensible champions of the people, get into contact with the
people?” (30-1). Closing the social schism through the creation of a new
communications infrastructure was the challenge that lay ahead for gembung

nation.

But establishing a communications network that connected the intellectual and the
popular masses proved difficult in a country where literacy was an elusiveambtym
especially in rural Mexico. At the end of the nineteenth century, less than a fifin of t
population knew how to read and write, and by 1910 the illiteracy rate was at a
staggering 75 percent (Bartra 304-5). And by the end of 1910, as Armando Bartra
explains, El Imparcial [newspaper]... achieved a surprising circulation.... . Yet by then
end of the first decade of this century its circulation numbered only about one hundred
thousand, and that in a country of fifteen million inhabitants” (305). This suggests that
both the prevalence of illiteracy and the limited circulation of newspapeitedi the
effect that print media could exert with respect to the nation building project. It
absolutely crucial to ask who was reading and also who had access to the information
espoused within the print media. It could be said that such information had the potential
to circulate orally, but the limited publication of newspapers and magazines suggest
that it cannot be assumed that printed information circulated thoroughly throughout all

social sectors. In light of the challenges posed by print media in e@ryiéth century
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Mexico, what possible influence codlteratura revolucionariahave in constructing the
fraternity and liberalism necessary to consolidate nationhood, particutaolyggthe
popular masses? How did novels such@sde abaj@andEl aguila y la serpiente
publications that first appeared in El Paso, Texas and Mexico City, respeaiazh
the illiterate sectors in Mexico?

Assessing the merits of print media as a viable communications network among
seemingly polarized social sectors, is a question that cannot be answered takimgut
a closer look at what literacy represented during the nineteenth centursarg omt
what Benedict Anderson suggestsnragined Communitied is difficult to prove that
print media had a substantial role in having readers imagine themsehass afsap
community sharing the particulars appearing in the paper. Anderson citaséef
nineteenth century Venezuela, noting that, “The newspaper of Caracas quitiynatura
even apolitically, created an imagined community among a specific lalsggnof
fellow readers to whom [the mentioned] ships, brides, bishops, and prices, belonged”
(62). However, as Sara Castro-Klarén and John C. Chasteen point out, Anderson does
not refer to any specific newspaper, and also only a few of these newspagies iexi
Latin America before independence (xx). Although Anderson is dealing with the
constitution of nationhood in nineteenth century Latin America, the insufficiency of the
argument he proposes suggests that nineteenth century newspapers could not have
played a major role in constructing the imagined community that representtithre
This suggests that countries such as Mexico entered the twentieth centuityewit
nation as more of an aspiration than a fact. Though Castro-Klarén and Chasteen suggest

that newspapers became a beacon of nationhood later in the nineteenth century, | find
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that a strong argument cannot be made for Mexico. With the staggeringajlitatas

and weak circulation of publications through the end of the Porfiriato, it is diffeult
argue that print culture, newspapers and books, alone spread the seeds of nationhood
across a heterogeneous citizenry.

By the time the reconstruction project began in 1920, illiteracy remaisecial
plague that the state arduously combated in its effort to construct modern nationhood.
Though illiteracy had also been a concern for the Diaz regime, the fight abainst
social ill took on new dimensions in the post-revolutionary period. Jean Franco
describes the terms for this fight in asserting that, “The Revolution hast thea
traditional relationship between the advanced intellectual and the ‘backwapdé pe
because initially it was the people who had overthrown Porfirio Diaz and Huerta by
using new methods of combat” (450). In this way artistic movements such assmurali
and the rise of Ateratura revolucionariaemerged as responses to the problem of how
to address the popular masses. These movements sought to remedy illiteragyttieou
use of both visual culture and literature, but in the process also established a novel
relationship between the intellectual and the popular masses. The culturalioeviblat
erupted in the aftermath of the armed conflict was a phenomenon that linked these two
social groups through a state sponsored economy of production and consumption. The
Mexican muralsliteratura revolucionaria,and nationalist iconography were all
imagined by intellectuals as part of the state’s effort to transforipadpelar masses into
modern citizens.

However, the cultural economy of production and consumption that characterized

this period also brought into question the term “revolutionary intellectual.” Wadehe i
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of the revolutionary intellectual limited to semantics or was there indeedtsameuly
revolutionary about the intellectuals who sought to modernize the popular masses?
Gramsci frames the question best in asking, “Do they (the intellectuaksiha
paternalistic position towards the workers [classi strumentali] or retimsider
themselves to be their organic expression? Do they have a servile attitutistthea
leading classes, or rather consider themselves to be leaders thenaselnesgral part

of these classes?” (qtd. in Buci-Glucksmann 32). These questions need to be assessed i
light of the attitudes espoused by those intellectuals most closely aligtieanali
sponsored by the state. It was after all the work of these intellecthi@ls the state
privileged in its efforts to build cultural nationalism. Intellectuals suddasano

Azuela, Martin Luis Guzman and José Vasconcelos explored within fiction, and the
latter also through social reform, the limits of what this kind of leadership could
communicate to the popular masses. Their writings are representative of ciaddle
intellectuals who supported and even joined the Mexican Revolution but whose social
mobility after the armed conflict became threatened by the incgepslitical pressure

of the popular masses. The writings of Guzman and Vasconcelos especially, tigsivey t
social anxiety in their assessments and disqualifications of the two majerded the
armed conflict, Emiliano Zapata and Francisco Villa. In his autobiogreptgsastre
Vasconcelos writes, “After the death of Zapata, who was the disgrace disAapa

there remained his best aides, the learned and the self-sacrificing; thodawwnot take
land, or execute people with voluptuous pleasure, or participated in the excesses
committed in the name of the revolution by so many” (20). Following a similtarckt

Guzman ponders, “Porque tal era el dilema: o Villa no sigue sino instinto ciego, y
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entonces él y la Revolucién fracasan” (265). The issue to which both Vasconcelos and
Guzmén allude is the perception that politics is a matter to be reservedrilizedf
men. Though the Mexican Revolution gave rise to a seemingly new kind of leadership,
for these state sponsored middle class intellectuals that leadershitilwaes exclusive
right of men of letters.

However, an understanding of the cultural and social leadership conferred upon
these intellectuals alongside the assertiveness demonstrated by the passks in
their overthrow of the Porfirian regime requires a careful analysis okkéy t
constituting part of théteratura revolucionariawhere the popular masses first
appeared not only as literary protagonists, but also as a powerful social force. Though
the masses do not play the same rolesimaza cosmicathe inclusion of Vasconcelos’
essay within this study is crucial in understanding the relationship between the
intellectual and the popular masses within a post-revolutionary context. While mos
studies ofiteratura revolucionariaexcludeLa raza cosmic&om the repertoire, | insist
that an analysis of this text complements the study of the revolutionary'novel.
Vasconcelos was after all the maximum embodiment of the state’s seacciftdoal
nationalism. Whild.os de abaj@andEl aguila y la serpienterovide a snapshot of the
chaos unleashed by the participation of the popular masses within the revolutionary

movementla raza cosmicaffers a response to the question of reinstituting order. The

' One of the more recent publications on the Mexieamlutionary novel is Max Parraig'riting Pancho
Villas’s Revolution: Rebels in the Literary Imagiiven of Mexico(2005). Parra mentions Vasconcelos only
tangentially in his historical analysis of the Rimn and does not consider Vasconcelos’ parti@gpa
within the production oliteratura revolucionaria Antonio Castro Leal in his two volume antholdgy
novela de la revolucion mexicaf@967), includes Vasconcelos’ novdlises criollo(1935). However, this
novel does not espouse the same clarity of visioithe modern Mexican nation that “La raza c4smica”
expresses.
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guestions of determining the place the popular masses were supposed to occupy within
the national project and the role which intellectuals and their writings welay for its
achievement can all be studied within each of the texts’ social and narratieasensi

| approach these literary narratives or books as artifacts wherealolmats
Mexican nationhood and its difficulties can be read. The master narratives of the
literatura revolucionaria if read within the context of post-revolutionary nation-
building, reveal the social and political tensions which continued to divide the nation
even as its achievement was desired by the state. Approaching the book iéscan art
allows for an analysis that not only considers the context of its production, but also
facilitates its evaluation as a nation-building tool. In assessing the boolé&siaghe
context of nation-building, it is crucial to compare its narrative achievemeatit those
of other cultural products or artifacts. | argue that an understanding of thieilgEss
and limitations of the text’s narrative strategies is imperative to tioy sif how other
types of artifacts circulate within the nationalist imaginary. The guressof production,
narrative, circulation, and social ramifications for Mexico’s popularsemsare concerns
which | will assess not only in my discussion of the text’s narrative locaiibimwhe
post-revolutionary imaginary, but also in my analysis in later chapters of the
archaeological artifact, the monument, and the spurious aftifact.

Although a plethora of novels were written about the Mexican Revolution during

the years following the armed conflict, the questions raised by theocredita

? While questions of production and circulation afénterest in my analysis of the text as artifaatiant
to clarify that | am not treating the physical bakartifact, but more specifically its narratiassartifact.
In this chapter, | am interested in studying thedpiction, circulation, and location of these navest
within the search for Mexico’s national identityhdse narratives, under the rubric of artifact, s@v a
starting point to my interrogation of the artifast a cultural product of nation-making.
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literatura revolucionariamust be studied in the context of key authors such as Mariano
Azuela, Martin Luis Guzman and José Vasconcelos. No studgratura
revolucionariacould be complete without the inclusion of Azuelats de abajp
recognized as the first novel of the Mexican Revolution. It was not only written during
the height of the armed conflict between 1914 and 1915, but the novel also paints one of
the most complex portraits of the relationship shared between middle classtintds

and peasants. Drawing on this same relationship, Guzméan sketches a higtdy styli
image of the violence and excesses of the Revoluti&@haguila y la serpienteThough
Guzman later wrote other successful novels sudlaa®mbra del caudillandLas
memorias de Pancho Villajs first novel is especially important to this study in its
search for both the essence of Mexicanaesithe place of the intellectual within the
Revolution’s new social order. Though Vasconcelos’ eksayza cosmicdreaks

away from the novel as a genre, it provides unique insight into the kind of social order
the post-revolutionary state proposed as its vision of modern nationhood. As the
intellectual closest to thalla del aguila r seat of power) from this triad, Vasconcelos’
mestizophile response to the search for a new social order is indispensibletudlyhaf s
cultural nationalism and nation-state formation.

Though it can be said that Azuela, Guzman and Vasconcelos were all intellectuals
of the state at some point during their careers, their works share even mdie spec
commonalities that contributed to their eventual sponsorship by the post-revolutionary
state as the nation’s master narratives. While these works fall under thélaiwibore
literatura revolucionariaa study of what this new kind of literature meant for the

modernization of the popular masses and the overall nationhood project requires that we
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ask questions that go beyond the literacy and circulation issues that | have takes up t
far. It is not so much a question of determining who was able to read at the time, but
rather one of exploring the nature of the dialogue established betweendhaswes

and their readers. It is crucial to analyze how and where these narlatatestheir
readers and non-readers within the Mexican modern nation. In asking these qutestions
is important to also consider: How do these narratives legitimate the postticverly
regime? What kind of citizenship is advocated in these narratives? What vision of
modern nationhood does this citizenship support? In what follows, | propose to explore
the ways in which these master narratives explore the place of the popidas @ss

they simultaneously fail to incorporate this sector into the debate concernmafitheal
project. These exampleslgeratura revolucionariaessentially reproduce the same top-
down dynamic that the post-revolutionary regime practiced through itsso@mmic
policies. As artifacts, these novels are unable to negotiate or mediate &opltnhe

popular masses within the burgeoning nation. However, these revolutionary novels
narrate the social values most closely aligned with those of the goveliterane for

this reason are worth interrogating alongside the museologicattstifhich follow in

the next chapters. While these texts are ultimately unable to be appropyidbed
masses, | find it useful to treat the revolutionary novel as an artifact dadihiates its
comparison with the narrative strategies of other kinds of artifacts. Althbeghit

cannot generate the socially and nationally inclusive narratives thateixpibre in later
chapters, it is important to interrogate the text within the domain of thecatofenore
precisely understand the possibilities for Mexicanness produced by othealcultur

objects.
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Mariano Azuela’s Los de abajoThe Degeneration of the Revolutionary Bourgeoisie

In October 1914, physician and novelist Mariano Azuela joined the Revolution
with the rank of colonel alongside the troops of Villista general Julian Medinas Year
later, he described the experience in writing, “I then satisfied one ofeayegt
longings, to live together with the genuine revolutionaries, the underdogs, since until
then my observations had been limited to the tedious world of the petite bourgeoisie”
(gtd. in Parra 23). The experience not only satisfied the novelist’s desire tolveg a
the underdogs, but it also revealed to him the atmosphere and human dimensions of the
armed conflict that soon found their way into his writing. Only a year later,twb@c
1915, the Texas newspapdrPaso del Nortéegan publishing Azuela’s novel in
installments under the titleos de abajo: Cuadros y escenas de la revolucién adtual.
is interesting to note that Azuela wrote and published the novel in Texas and not in
Mexico. He was thinking about the Mexican nation from the other side of the border, a
fact that in chapter four will allow me to think about Mexicanness as it is irente
outside of the geographical borders of Mexico.

Azuela’s literary project was truly innovative in that it radically brokéh the
literary production that had characterized the Porfirian regime. His noveldilwaith
theliteratura colonialistathat had centered on descriptions of colonial life and catered
to the literary taste of the Porfirian bourgeoisie. Azuela focused on the popussasmaas
a time when their overwhelming presence could no longer be denied. Their paoticipat
in the Revolution and alliance with the Maderistas confirmed that they wereh soc
presence that needed to be recognized and incorporated into the country’s pfaitical

For the first time in the history of the Mexican novel, the “bajo pueblo” was assigmed t

43



role of protagonist within the pages of what would come to be known as the “novel of
the masses.” The forms of popular speech and the social division between theguilele
and spontaneous (of rural origin) and the opportunist and corrupt (of urban origin) were
some of the novel’s elements of formal innovation. After the novel’s proclamatitan as
gran sensacion literaria del momento” the national newsdpdmiversal llustrado
published the first installment of the novel under the headllres te abajdJna
Creacion Palpitante de Nuestra VielaUniversal llustra® ofrece la Unica Novela de la
Revolucién” (Engelkirk 60). As the novel gained notoriety and its readershigptiadlfi
it became clear to some literary critics thas de abajt focus on popular rebellion
was exemplary of the literary nationalism espoused by the post-revolutieganer
The novel quickly came to be regarded as the text of the Revoparaexcellence.

The novel begins in the last months of the Huertista presidency in 1913 in the
Bajio region though probably more specifically in the state of Jalisco, agsSRwibe
has shown (71). We meet the protagonist, Demetrio Macias, in the midst of an assault
perpetrated against his family and his home. A bar fight between him and the local
cacique impulses the action as the latter sends troops to pillage and burn@&metr
home. Demetrio quickly organizes a group of men to defend the Juchipila Canyon, their
home, in an attempt to defeat the invading troops. Their involvement in an armed
conflict begins as a heroic attempt to defend individual liberty and private propet
Demetrio and his men later incorporate themselves within Villa’s troops, tiedbi
del Norte, changing the direction of their efforts. Luis Cervantes, a milddie medical

student, instills new meaning into their struggle by telling Demetrio:

Usted no comprende todavia su verdadera, altailisiota mision. Usted, hombre modesto y sin
ambiciones, no quiere ver el importantisimo papel ig toca en esta revolucion. Mentira que ustel@ an
por aqui por don Monico, el cacique; usted se Waniado contra el caciquismo que asola toda la@naci
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Somos elementos de un gran movimiento social gne tijue concluir por el engrandecimiento de nuestra
patria. Somos instrumentos del destino para landitacion de los sagrados derechos del pueblo. No
peleamos por derrocar a un asesino miserablegeintoa la tirania misma. Eso es lo que se llamiaaluc

por principios, tener ideales. (44-45)

The appearance of Cervantes is essentially the catalyst that briatysnaist meaning

to an otherwise regional struggle. The struggle for land rights that launemeeitiin

and his men into the armed conflict takes on national significance and moves beyond the
site of regional conflict. In this way, not only does Demetrio’s effort to prdiect

homeland become charged with a political significance unknown to him before, but it
also becomes entangled in a revolutionary dynamic that Azuela explores ia pad$

of the novel.

It is precisely Demetrio Macias who comes to incarnate that revolutionary
dynamic. The narrator describes him agaanoand an “indigena de pura raza” who
embodies the virtues and limitations of the Mexican peasant. He is not moved to action
by political credos or ideologies, but rather, by the basic principles of human
preservation and freedom. The spontaneity of his rebellion and his instinctive struggle
make of Demetrio the embodiment of the “unconscious” revolutionary. The
revolutionary instincts that do emerge in Demetrio and his men are rooted incs liti
space (Parra 45). The spatial displacements or movements of Demeinps ¢voke a
sense of freedom unknown during the reign of Porfirio Diaz. The unchecked growth of
large estates during that period exacerbated the already existmigagroblem by
making land ownership impossible for the popular masses. The troops are moved to
action by their desire to possess the valley and the freedom tolosade; abajo
essentially yearn to be the masters of the land. The narrator capturedi¢ois/e

consciousness in describing the causes of their move to action:

45



Y hacian galopar sus caballos, como si en aqueticdesenfrenado pretendieran posesionarse déetoda
tierra. ¢ Quién se acordaba ya del severo comandaniéepolicia, del gendarme grufién y del cacique
enfatuado? ¢ Quién del misero jacal, donde se wiv® @sclavo, siempre bajo la vigilancia del amelo d
hosco y safiudo mayordomo, con la obligacion impmegde de estar en pie antes de salir el sol,Jaon
palay la canasta, o la mancera y el otate, pararge la olla de atole y el plato de frijoles dal?d(50-1).

As they move into their nomadic existence, Demetrio and his men revel in their
possession of the land. The mere possibility of being able to roam freely through the
hills and canyons of Juchipila brings the men a sense of ownership they have never
experienced. Though Parra argues that this sentiment has little if gntgtldo with

Liberal political discourse, it is important to note that the overwhelmingesreitt the
men experience at the mere thought of owning the land does correspond to modern
liberal ideals. Demetrio is after all struggling to defend not only his indivitdoabr, but
also the right to his private property. As Blanco suggests, this makes of emetr
héroe individual en defensa de los valores e instituciones de la sociedad burguesa”
(206). Though Demetrio is a peasant and the novel focuses on the popular revolt,
Azuela’s framing of his individual struggle brings the story back to a gfirit
Republicanism that evokes the bourgeoisie ideals espoused by the post-revolutionary
state. The promise of a mass redistribution of land was after all at the@hteripost-
revolutionary state’s populist initiatives (Erfani 30). The Constitution of 191 7aitkpli
linked land ownership to modern Mexican citizenship, the embodiment of bourgeoisie
ideals. Though Azuela was summoned during the reconstruction period as an
involuntary spokesperson (through his novel) for the state, it is crucial to note the
commentary he begins weaving from the very first page of the novel. Demetrio’s
association with modern liberal ideals points toward Azuela’s own desire to therge
peasant world with that of the middle class intellectuals in an effort tottlesmcial

schism. Though Demetrio, as the protagonist, is most closely aligned with theoideals
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those disparate worlds, his ultimate demise expresses Azuela’s own pestinard
the Revolution and its shortcomings.

Although Demetrio is initially linked to a bourgeoisie set of values through the
ownership and defense of his land, he and his troops later come in direct opposition to
those values during a raid in Zacatecas. It is when Luis Cervantes enedDesgetrio
and his men to join the Constitutionalist army that their struggle becomesipaditand
also degenerates into banditry. In chapter 2 of part 2 of the novel, Azuela pairs his
characters against bourgeoisie property and culture. While in Zacatedasopseor
revolutionaries dedicate their efforts to the sacking and pillaging of the horthes of
rich. But very quickly, banditry escalates into the profanation and destruction afsobjec
that are representative of high culture. Books are used to fuel a fire for ccokmgnd
framed photographs are thrown aside with the tiplafarache The narrator describes
the height of this barbarous scene through the encounter of some young gifleavith
Divine Comedy*“-jMira, tu...cuanta vieja encuerada!- clamé la chiquilla de La
Codonriz, divertidisima con las laminas de un lujoso ejemplaad&ivina Comedia
Esta me cuadra y me la llevo. Y comenz6 a arrancar los grabados que mas llamaban s
atencion...” (80-1). The meticulous detail with which this attack is describegant to
condemn these actions in the eyes of a bourgeois reader. It is no coincidence tlaat Azue
chooses Dante'spus magnunmas the victim of the cruel attack these girls launch against
the book both through its physical and cultural profanation. The destruction of this
particular work also seems to point toward the men’s gradual descent intoshédlrgle
Ruffinelli observes, “No es la conducta de revolucionarios, sino de bandidos, de acuerdo

con el cédigo burgués” (80). The cultural objects that decorate the bourgeois homes are
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carelessly destroyed by “los de abajo,” those who have always been ieedibg
bourgeois society. But the violence committed against these objects is alExkoat
the excesses of the bourgeoisie; by destroying these objects, the revolyieasagts
are symbolically attacking the same bourgeoisie landowners who have expleitedtt
is important to remember that bourgeois property is the result of a social asstdt
peasant class through the unequal distribution of wealth.

The only character who manages to escape Revolution’s destructive fatepand rea
the benefits of its degeneracy is Luis Cervantes. Though he manages to gain the
acceptance of Demetrio and his men after falling captive to them, he does so through
cultural intimidation. Not only does Cervantes initiate the troops into the ideology of the
Revolution, but he also introduces them to the treacherous world of politics. He manages
to pull them out of Juchipila to join forces with Villa, but in doing so he also sets the
men on a destructive path of banditry and pillaging. Cervantes convinces them to join
the Revolution by explaining as Blanco describes that, “ganara quien ganareavalve
haber opresores y oprimidos, de modo que lo mejor era sacarle una buena tajada al
presente y colarse entre los futuros opresores” (214). He coerces tloamthoough
the power of his speech, which he spins around the men like a spider’'s web. The men
slowly fall victim to his trap as Demetrio explains, “Si vieras qué bien expdis cosas
el curro, compadre Anastasio... parece a manera de mentira que este cuvenitaya
ensefiarnos la cartilla” (45). Cervantes’ fancy speech, a practice whethospectively
reminiscent of the flowery speeches that would later characteriidetkiean politicians
of the twentieth century, is read by the men as a manifestation of his ffoetion

and high culture. However, this same education and culture serve as instraments t
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subdue Demetrio and his men. They submit to Cervantes’ coercion by assuming a
strictly instrumental role that precludes revolutionary agency. For Gewvahe

Revolution and its men are only stepping stones toward securing his own finantial gai
As he assures Demetrio, “Y asi como ni Villa, ni Carranza, ni ningun otro han da venir
pedir nuestro consentimiento para pagarse los servicios que le estan prestando a la
patria, tampoco nosotros tenemos necesidad de pedirle licencia a nadie €,.miMir
general, si como parece esta bola va a seguir, si la Revolucién no se acaba, nosotros
tenemos ya lo suficiente para irnos a brillar una temporada fuera de{9isEven

after the Revolution does end, prototypes such as Cervantes will not only have their
futures financially secured, but they will also have their political carsst out for

them. Though Cervantes is not representative of the revolutionary caudillo, he is
reminiscent of the intellectual who will incorporate himself into the post-utoolary
state’s governing apparatus. As Knight observes, “Otros conversos undédec la
rebelion popular, como Palafox y Vasconcelos, también tenian algunas de estas
caracteristicas del charlatanismo, el ‘prototipo’ del cual también semna en la

novela, en el Luis Cervantes de Azuela” (“Los intelectuales” 42). The samatahizm
that aided Cervantes in securing the trust of Demetrio and his men will geb@iah
indispensable characteristic of the kind of politics that will define post-revoéary

Mexico. Through Cervantes’ survival, Azuela alludes to the idea that he with riet
govern with his “revolutionary” past as his best asset for the job; as Knight&éagyal
noted, it is certainly no coincidence that Cervantes shares uncanny chdiecteitis

the architect of revolutionary culture, José Vasconcelos. The fact that @sristite

only survivor of the Revolution, and also the most conniving character in the novel,
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suggests a grim outlook for the future. That Azuela essentially endows the hation’
future in the hands of Cervantes indicates that the Revolution’s dynamic of degenerac
will surely characterize the future of national politics.

This dynamic of degeneracy is not only announced through the actions of
Cervantes, but it is also anticipated through the novel’'s other two intellellzdsto
Solis and Loco Valderrama. Though Azuela does not appear as a character within the
novel, Solis is the mouthpiece who expresses the author’s views. As a way e§iexpre
these views, Azuela employs a literary technique characteristic of theantte century
realist novel where a passing figure espouses a prophetic messagePRanr&h@ first
part of the novel, Solis plays this transitory figure. Shortly before fallingwio a
stray bullet, Solis condemns the Revolution: “iQué hermosa es la Revolucién, aun en su
misma barbarie! (...) Hay que esperar un poco. A que no haya combatientes, a que no se
oigan mas disparos que los de las turbas entregadas a las delicias del saqueo; a que
resplandezca diafana, como una gota de agua, la psicologia de nuestanteressacia
en dos palabras: jrobar, matar! (...) jPueblo sin ideales, pueblo de tiranos! ... aLastim
de sangre!” (72-3). The “psicologia de nuestra raza” refers to thayeetsavagery of
the Indian element within the Mexican racial and cultural heritage. The lRievos
unchecked violence is attributed to the underdogs’ self-destructive instinctsa Azue
considers the Mexican peasant to be flawed as a result of his indigenous réeigéher
the Indian element here is explicitly equated with savagery. The Mexéeemapt is
hopelessly condemned since he does not hold the ideals that might thwart his congenital
defect. But if Solis is the disillusioned intellectual, Loco Valderresrihe intellectual

forced to break with “la razdn liberal” as Blanco describes it (221). Seeingehat
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cannot live among the revolutionary masses, Valderrama breaks away fraados r

and his sanity as a way of coping with the Revolution’s spiral into degeneracy. He i
aware of the Revolution’s destructive force, but his loss of reason has also led to a loss
of concern for what the armed conflict might represent for a nation still in thiegna
Valderrama expresses this idea best in a poetic image: “(...) Pero lasgadrquedan
arriba o abajo, después del cataclismo, ¢ qué me importan a mi?” (128). Though
historically the Revolution would later come to be understood as the event that birthed
the nation, for Valderrama, the Revolution has closed the possibility for acttrgf
ending to the peasant and intellectual struggles. According to Blanco, Isnacy i
Valderrama’s contribution to the Revolution (221). Solis’ disillusionment and
Valderrama’s nihilism are representative of the pessimistic viewrtbatbers of the
intellectual middle class, such as Azuela, held in regards to the Revolution. The war’s
cataclysmic dynamic leaves no possibility for real agency on behalf of the
revolutionaries; the peasants essentially lose themselves within the Revsluti
destructive dynamic while the intellectuals are paralyzed with eithéusisnment or
insanity.

Azuela further expresses his own discontent with the Revolution’s dynamic by
drawing parallels between his characters and naturalistic images Methcan
countryside. One of the strongest images ltlhatde abajmffers of the Revolution is
delivered by Solis: “La revolucién es el huracan, y el hombre que se entréja@ed
ya el hombre, es la miserable hoja seca arrebatada por el vendaval” (63hisVith t
image of “la miserable hoja seca”, the revolutionary is stripped of Hiandl

consciousness; he is a character incapable of governing his own actions. indghe sa
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way that Valderrama speaks of the stones shuffled by a cataclysm anttiDeme

describes himself as a rolling stone that will ultimately crash didttem of a ravine,

Solis’ image of a dead leaf blown by the wind reduces the fighters to elegogrtaed

by nature, like the weather and the seasons. And in the same way that naturs wperate
cycles, the novel begins and ends in Juchipila Canyon. Though in the beginning the
characters part from Juchipila Canyon to fight with Demetrio, by the end of thie nove
they return to the earth, as victims of the Revolution, to be reabsorbed by the soil. In this
way, the naturalistic images affirm the Revolution’s inability to bripgus any

transcendent human action.

Ultimately, Azuela paints an image of Mexico’s Revolution as one where the
country’s social schism runs so deep that no real change can come from this event.
Though Azuela is certainly looking down on the armed conflict from his position as a
middle class intellectual, he views both peasants and intellectuals as ill ebiappe
make of the Mexican Revolution a trRevolution For him, there is no character
capable of combining the peasant world with the rational world of the intellecisals
Blanco notes, “Azuela se atreve a mramo sora las masas, pero no puede dejar de
compararlas a cada momento con animales, metafora a la que lo obligaba
constantemente una cultura con tal abismo entre clases y razas” (233utahey and
violence we see in the novel is committed at the hands of the masses, while the social
violence committed by bourgeois characters such as Cervantes through thielvery a
conniving is implicit. It is after all only through a letter that we find out @etvantes
has enjoyed much better luck than the rest of the troops. In this sense, Azuela is

especially severe in his treatment of the masses making the novel resfédiciion of
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the social tension between the middle class and the peasants. The novel,@as Franc
concludes, essentially precludes the Gramscian notion of the peasant aaitie org
intellectual of the Revolution (“Trends and Priorities” 112-13). The revolution Azuela
describes in his novel is not the same Revolution that could have closed the class and
race schism to birth the modern Mexican nation. In this sense, the novel expresses a
desire for nationhood precisely through its absence. Azuela is unable to describe what
the modern Mexican nation might look like because the masses, according to his view,
and their chaos deny the possibility for an orderly and progressive nationefientd
for modern nationhood are nowhere to be found within the novel.

Despite the novel’s scathing critique of the Mexican Revolutios,de abajo
was baptized as one of the master narratives during the early yearpos$the
revolutionary period. The void that remains through the end of the novel was interpreted
as a calling for the paternalistic intervention of the state. Though it cannlatiined
that Azuela was writing as a spokesperson for the post-revolutionary rsiadet i
because the novel was written during the war and the state’s position toward the
Revolution would be definead posteriorj his novel was nonetheless interpreted as
expressing the need for the reinstitution of order and government. The social schism that
divides the characters bbs de abajavas read as necessitating the intervention of the
state’s liberal project of nationhood. Concepts such as the Constitution, democracy,
private property and civilization are advocated in the novel as essential to the modern
nation precisely through their absence. But these concepts are also pairedizgains
figure of the peasant and the destructive naturalistic images of the Mexigatryside.

Azuela’s interpretation of peasant Mexico was in line with the post-revoluyictete’s
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own hostility toward the masses. Despite Azuela’s skepticism toward his as#) ttie

idea of the bourgeoisie prevails in the novel both through the survival of Cervantes and
through the desire for modernity. Closing the novel’s social schism implies erglowi

the peasants with bourgeois characteristics, but certainly not the absorption of the
intellectual within the Mexican countryside.

Though the novel does express a desire for modern nationhood, it is difficult to
find within its pages a clear articulation of what the Mexican nation should be. The
novel appeals to a bourgeois readership in a way in which it cannot to peasant
sensibility. The novel’'s condemnation of violence, barbarity and ignorance makes it
inherently hostile toward the peasantry. This was after all the clapsshe
revolutionary state worked the hardest to incorporate into the nation through the project
of cultural eugenics. Both within the novel and in the eyes of the post-revolutionary
state, “la raza irredenta” is singled out as the nation’s enemy; itiaZéairredenta”
which is explicitly associated with moral and social degeneracy within didenm
nation. Though the bourgeoisie is the only class to prevail in the novel, Azuela’s critique
of this social class is conveniently “overlooked” within the post-revolutiortatg’s
reading ofLos de abajoAs Blanco so poignantly observetos de abajes lo quano

dice y en ella se lee lo que el poder ha querido que se lea” (241).

El aguila y la serpienteAestheticizing the Revolution
Martin Luis Guzman’sconografig a book of photographs published in 1987,
suggests a certain intimacy between the writer and Mexico’s poklital Though his

literary prestige and long life explain the abundance of photographs in which Guzman
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appears with Mexico’s presidents, it is difficult to ignore in these imdgegure of a
man drawn to the echelons of political power. Guzman'’s presence in these photographs
suggests an endorsement of the authoritarian regimes that charactenzendMe
twentieth century although a careful study of his biography tells otherwise. Hi
guestionable political loyalties forced him into exile in 1915 and then again in 1923
when Plutarco Elias Calles won the presidency. It was during these pEr@die that
Guzmén wrote some of his most important works as if the power of the pen could in
some way redeem his political and cultural exile. In this Blagguila y la serpiente
presents itself as a fictionalized testimony that chronicles the asifpenticipation in

the war from 1913-15 while simultaneously offering an aesthetic and moralitpairtra
the Revolution. This aesthetic portrait of the Revolution comes to life in the novel
through Guzman’s use of highly descriptive, sensorial language and detaileitgpoftr
the countryside and revolutionary characters.

Following his 1923 exile, Guzman settled in Europe where he continued to
develop his career as a journalist. At the time of his second exile, he was not only
serving as personal secretary to Alberto J. Pani, minister of foreigrs afffat also as
owner and director of the evening newspdfladeraldo de MéxicoThough his career
seemed secure and his future appeared promising, Guzman fell from gracghbverni
After his newspaper’s open support of the presidential candidacy of Adolfo de la Huert
in 1923, Guzman was forced to flee the country when Alvaro Obregén chose Calles as
his successor. He quickly established his journalistic career in Spain elyentual
acquiring Spanish citizenship. However, Juan Bruce-Novoa observéd futila y la

serpientewvas written “for the most part in Paris between August EbOctober
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1927” (xx-xxi). Although the novel was first published in periodicals in the United
States and Mexico, it appeared in book form in Madrid in 1928 where the first edition
sold out in one month (ibid).

Guzméan had both economic and personal motivations for writing a fictionalized
chronicle of the Revolution. Parra suggests that, “Readership in Spain, the Uaiésg St
and Mexico could be guaranteed at the time by writing accounts of the Mexican
Revolution based on the authority of the ‘I’ who sees, that is, on the belief in the
narrator’s privileged access to facts as an eyewitness” (79). The noeeige moral
and physical portraits of key historical actors makElafguila y la serpientene of the
many “real life” war stories that sold so well. However, personal vinditates also a
motivation for Guzman. Soon after the electoral dispute of 1923, Calles declared that the
Huerta revolt had separated “the false and the genuine revolutionaries” (k. |
novel, Guzman challenges the charge of being a “false” revolutionary by dimgis
adventures as a young lawyer in the Constitutionalist and the Villista mowseBgnt
placing himself in the midst of the Revolution’s most significant events, Guzman
records, justifies and amplifies the role he played in the war.

While Azuela’sLos de abajdocuses on analyzing the political and historical
forces that shaped the Revolution, Guzman’s novel is interested in presenting ¢ne read
with a recreation of the sights, scents and sounds of the armed conflict;st is thi
sensorial recreation of the Revolution which constitutes the aesthetics of theFoovel
Guzmaén, the Revolution is a spectacle which he intends to reproduce within the pages of
El aguila y la serpiente all of its aesthetic dimensions. Guzman explains within the

novel his approach to both the moral and physical space of the Revolution in writing,
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A mi el aire sutil de mi gran ciudad [la ciudadMéxico]- transparencia donde reside la mitad de su
hermosura: atmésfera que aclara, que purificaggjiga- me descubrié de nuevo (como si esta vez lo
hiciera sélo para mis sentidos) todo un mundo egré serena cuyo valor esencial estaba en la
realizacion perenne del equilibrio: equilibrio tielzo y del punto, de la linea y el color, de Ipesiicie y
la artista, del cuerpo y el contorno, de lo diafgrio opaco ( 273).

This sensorial description of his approach to the air and atmosphere of Mexico City
serves as a window for what is to come in the rest of the novel. The artistibraquil
he discovers in Mexico City is precisely the same kind of aesthetic harmonya@uz
will recreate in the novel through the use of suspense, striking juxtaposition, and
symbolism. Although much of the novel takes place in the countryside, Mexico City is
the location from which Guzman will view the Revolution and its rural settings.
However, it is no surprise that Guzman'’s visual description of Mexico City as
“atmodsfera que aclara” shares an uncanny resemblance to Alfonso R&yégoem
“Visiones de Anahuac”. As members of the Ateneo de la Juventud, both Reyes and
Guzmén endorse Mexico City as the nation’s bastion of civilization and progress.
Established in 1908 in Mexico City, some of its more prominent members included not
only Guzman and Reyes, but also José Vasconcelos, Pedro Henriquez Urefia and
Antonio Caso. Thateneistasvere known for their criticism of the Porfirian educational
system, which was rooted in positivism and the scientific method. They espoused
metaphysical speculation and called for a return to the study of the humantige a
classics. For their cognitive activity they coined the teatelesis, a “spontaneous and
spiritual energy” as Vasconcelos characterized it (84). Guzman himsad wr
extensively about practicing theitia atélicd, or the unencumbered life of intellectual
curiosity, open to the pursuit of aesthetic contemplation. In this way Guzmén also
follows the artistic sensibility of theodernistanriters. Art and sensoriality take

precedence for Guzman over historical accuracy.
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Althoughatelesiswas a concept sponsored by Mexicateneistagsit is at the
core a Mexican version of Arielismo. Many of the ideas fourtdl idguila y la serpiente
are heavily influenced by the ideas of Uruguayan social philosopher José Enrique Rodo.
In his essariel (1900), Rodé explains that the highest state to which humankind can
aspire is to be found in aesthétimrmony (49). His doctrine called for the practice of
“selfless spiritual idealism- art, science, morality, religiousesiitg, a politics of ideas”
over the selfish interest of utilitarian Anglo-American culture (ibidjekgmo most
significantly found its way into the writing &l aguila y la serpientéhrough two ideas:
1) the interdependence of aesthetics and morality 2) the idea that “spirikatibsé as
a criterion for social discrimination produces a natural hierarchy of stigisions.
Consequently, Guzman’s sponsorship of Arielismo shapes his own image of the
revolutionary masses as well as his conception of modern citizenship.

These ideas heavily influence both the literary techniqgues Guzman uses to depict
his adventures as a revolutionary as well as the grim picture he paints of/thetige.
His use of light and shadow along with his constant exploration of national space
(rural/urban divide) present the Revolution as a struggle between Arielismo and
barbarity. Guzman'’s self-insertion into the novel as narrator makes of histeha@tc
only a spokesperson for Arielismo, but also a vehicle for exploring the place of the

intellectual within the Revolution. The novel is a study of how the immense upheaval of

* While Rodé understands the term “aesthetic” as gfaatphilosophical movement interested in culiivait
the spiritual dimension as the highest ideal &, lifemploy the term differently throughout my dission
of Guzman andEl aguila y la serpientdor the purposes of my analysis, | use the terrattesic” to
describe Guzman'’s highly stylized portraits of Revolution. His meticulous descriptions of the eluéers
and the landscapes bring an aesthetic dimensitire tmemory of the Revolution which had not been
explored to this extent in other revolutionary nevélowever, Guzman often judges the moral quality
his characters through his physical and stylizestdptions of them.
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Mexican society becomes a violent process leading to the “predominio en unos y otros
de las ambiciones inmediatas y egoistas sobre las grandes aspiraesimesesadas”

(Shaw 3). Though the novel also explores the detective genre and develops eyewitness
accounts reminiscent tferatura de viajerosthe following analysis will focus on

studying a selection of vignettes that can be described as Guzman’s owreiatenpr

of the revolutionary novel as the foundation of a national literature. These vignette

only explore Guzman’s defense of Arielismo in the face of the Revolution’s unchecked
violence, but also offer a dramatic view of the confrontation between thedtuelle
revolutionary and the guerrilla revolutionary.

One of the novel’'s most compelling portraits of the Revolution’s merciless
violence is found in “La fiesta de las balas” in Book VIl of Part 1. Guzman nathéges
scene in response to his own questioning regarding the nature of Villa’s militia, the
Division del Norte. As a young revolutionary himself, Guzman questions the moral
dilemma that the Revolution presents through the character of one of Villa's mos
ruthless generals, Rodolfo Fierro. It is important to note that this is a stoppthas to
the attention of Guzman while in Ciudad Juarez during his first encounter wigh Vill
himself. The story he narrates concerns an execution order of more than three hundred
prisoners of war ocolorados.Of the ruthless general, Guzman writes that, “Fierro se
sentia feliz: lo embargaba el placer de la victoria- en la cual nuncdastéa
consumarse la completa derrota del enemigo... . Su figura, grande y herradszhar
un aura extrafa, algo superior, algo prestigioso y a la vez adecuado ab#istere
del corral” (258-9). Guzméan does not describe Fierro’s political views nor does he

discuss the reasons why the general joined the Revolution. His portrait of the general |

59



rather a moral and physical composition. Before the reader knows the outcdmse of t
vignette, Guzman already anticipates the general’s style of killing pleasure of
victory is immediately associated with the final demise of the enemy. Though&auz
admires the stature and physical imposition of Fierro, he simultaneousts ithee
general within the rustic backdrop of the corral. The general’s imposing figure or
manliness is morally reduced by the corral’'s somber ambience.

However, Guzman most strongly explores the moral dilemma presented by the
Revolution through his own antithesis, the character of Pancho Villa. It is not oldy Vil
himself who incarnates this dilemma; the landscape surroundimguiddlio also speaks
of the kind of revolution taking place. In Book Il of Part 1 in the chapter titled #rim
vislumbre de Pancho Villa”, Guzméan and his friends Alberto J. Pani and Neftali
Amador, who would both later become leaders within the post-revolutionary regime,
cross from El Paso, Texas into the border town of Ciudad Juarez to go in search of Villa
As they cross into the Mexican side of the border, Guzméan describes the exgarience
saying, “El espectaculo de Ciudad Juéarez era triste: triste en sijstéadn si se le
comparaba con el alifio luminoso de la otra orilla del rio, extranjera e inni¢tigta
He makes clear that Ciudad Juarez is not even the shadow of the spectaculdresights t
found in El Paso. Although Ciudad Juarez marks the Mexican side of the Rio Grande, it
is the U.S. side of the river that Guzméan yearns for. The sad and dark state of the
Mexican city serves as a preamble for the sighatbeeistasvill encounter when they
finally meet Villa. Guzman describes the revolutionaaydillo as “en Pancho Villa,
cuya alma, mas que de hombre, era de jaguar, de jaguar en esos momentosadomestic

para nuestra obra, o para lo que creiamos ser nuestra obra; jaguar a quierdaearicia
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pasabamos la mano sobre el lomo, temblando de que no nos tirara un zarpazo” (188).
Villa is instantly associated with a wild animal, a graceful cat, wincati@ack at any
moment. Guzman and the other intellectual revolutionaries are simply unnerved by
Villa’s wild presence. They are aware of the fact that they areafotéda man of letters
like themselves, but rather a rustic man who will not think twice about eliminating a
enemy. Guzman goes on to describe this encounter as, “por mas de media hora nos
entregamos a una conversacion extrafia, a una conversacion que puso en contacto dos
ordenes de categorias mentales ajenas entre si” (ibid). It beappsent here to

Guzmén that they have now entered a primitive world. The uncomfortable and gradual
disappearance of urban life as they cross into Ciudad Juarez culminates ihlis spat
displacement with the clash betwesteneistagndcaudillos.For Parra, the parallel

drawn between urban/country space and intellectual/guerilla revolutionary is
“Figuratively, the spatial displacement from north to south of the border is a jdorney
the world of the formless, of what has not yet been subjected, as on the American side,
to the civilizing principles of geometry and order” (89). And it is precisely therales

of these civilizing principles that makes Guzman nervous both in the poorly lissifeet
Ciudad Juarez and in the presence of Villa. Again, the moral dilemma the Revolution
represents for Guzman resides in the inability to reconcile the goals and mettiass of
intellectual revolutionaries with those of the peasant revolutionaries. Though Guzma
can at times admire the physical form and fearlessness of the lattleticmaries, he is
ultimately unable to merge the world of the peasantsarthiatelics with that of the

intellectuals.
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Though Guzman realizes that he does not possess the physical prowess of
revolutionaries such as Villa, he nonetheless capitalizes on his command of tloé rules
civil society. In “Pancho Villa en la cruz”, Guzman manages to convince Willa t
overturn an execution order. After the surrender of 166 turncoats, Villa orders the
traitors to be executed. Upon hearing the order, Guzman intervenes by explaining to
Villa that, “El que se rinde, general, perdona por ese hecho la vida de otro, o de otros,
puesto que renuncia a morir matando. Y siendo ello asi, el que acepta la rendicién queda
obligado a no condenar a muerte” (333). After finally internalizing the moda c
exposed by the yourageneistaVilla quickly overturns his execution order and asks his
telegrapher to send the new order. Seeing that the telegrapher is having endivlg s
the new message, Villa’'s angst begins to heighten with each passing minut&nGuz
describes Villa as, “Iban acentuandose por momentos en la voz de Villa vibracienes qu
hasta entonces nunca le habia oido; armdnicos, venidos por la emocion, mas hondos
cada vez que preguntaba si los tiqui-tiquis eran respuesta a la contradBdgnThe
message finally arrives in time to save the lives of 166 men. In this storys Vitlaiety
rises only when Guzman exposes him to the international rules for the treafment

prisoners of war who have surrendefadlla essentially internalizes the civilizing code

*In Insurgent MexicpJohn Reed notes a different version of Villa'sation to Western rule’s of war.
When in 1914 Villa received a copy of tRelles of Warddopted by the Hague Conferenfrem

American general Hugh L. Scott, he questionedegallty of the pamphlet and found it to be incrédib
hypocritical. Villa asks, “What is the Hague Corflece? Was there a representative of Mexico thera® W
there a representative of the Constitutionalistsd® It seems to me a funny thing to make rulestabar.

It's not a game. What is the difference betweeilizad war and any other kind of war? If you araré
having fight in acantinawe are not going to pull a little book out of owrcliets and read over the rules. It
says here that you must not use lead bullets; Bohlt see why not. They do the work” (142-3). Agai

this anecdote confirms the idea that Guzman coewiyifictionalized people and events to integthm
into his ideological agenda.
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thereby revoking his execution ordeBut it is only through Guzman'’s intervention, the
intellectual revolutionary, that justice is ensured through the observanceroletioé

law. Civilian Arielismo and military might come into an even more dramatic
confrontation in “La pistola de Pancho Villa.” On this occasion, Guzman and Villa
discuss who should be Mexico’s next president. Disagreements arise and tfensguat
aggravated when Guzman asks Villa for his pistol. Realizing that he is unarmed and
vulnerable, Villa grabs an associate’s pistol aiming it directly at Goaéad. In spite

of his tremendous fear, Guzman manages to weather the storm without losing control of
his emotions. Villa finally replies, “Pues jqué se me hace... que es nésteal civil

gue el militar!” (285). Guzman’s controlled demeanor figuratively ceestrar disarms

the revolutionary hero. Guzman strategically places himself in a position of moral
authority in his relationship to Villa, who though imposing, lacks the cultural and legal
attributes of modern citizenship (self-control, urban manners, education, submission to
the law). Though Guzméan manages to wield the direction of Villa’s violent outbarsts i
both vignettes, he is nonetheless attempting to show that guerrilla revolusasfatie

likes of Villa are unfit to occupy the decision-making apparatus of the Revalut

Though these revolutionaries are an integral part of the Revolution, their eftmt$en
properly channeled in the same way that Guzman manages to “disarm” Villa on both

occasions through the exercise of modern citizenship.

> Exposing the appropriate code of conduct in a $peiaere the values of modern citizenship are uphel
and infringements of the civil code are denounsgghirt of a long tradition in Mexican literature.
Guzman’s didactic efforts are in line with Joséqglon Fernandez de Lizardi& periquillo sarniento
(1816), Mexico’s first novel. Ignacio Manuel Altarano later adopted the same didactic stylelidarco
(1901).
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But the ultimate clash between the guerrilla revolutionaries and the ¢ttelle
revolutionaries is perhaps best portrayed in “Los Zapatistas en Paladiois vignette,
Guzman describes the way in which the Zapatistas, led by General Euferata,Zake
over the National Palace in Mexico City. As these rural men overtake the uriiaalpol
space of the National Palace, Guzman looks on with open sarcasm and contempt. When
Zapata walks up the elegant staircase, Guzman writes, “Eufemio subia como un
caballerango que se cree de subito presidente. ... Cada vez que movia el pie, el pie se
sorprendia de no tropezar con las brefias; cada vez que alagaba la mano buscaba en balde
la corteza del arbol o la arista de la piedra en bruto, Con s6lo mirarlo a él, se comprendi
gue faltaba alli todo lo que merecia estar a su alrededor, y que, para él, saoraba cu
ahora lo rodeaba” (350). His ironic description emphasizes the incompatibility of the
rustic man in control of the National Palace, the political seat of governmenheand t
urban forms of polity necessary for its occupation. As Christopher Dominguez shows,
“En el centro ritual y real del poder, dos, tres mundos- los campesinos, sus geekrale
intelectual- ocupan la misma estancia pero jamas el mismo espaciorltig3apatistas
have trespassed onto a space that does not belong to them in the same way that the
leadership of the country could never be entrusted in their hands. The treatmeng of spac
within the National Palace reveals Guzman’s violent rejection of the dispateri
urban life by the perceived raw and primitive power of rural Mexico. The N&tiona
Palace is representative of the national space which would later be conyetted b
masses through the reclaiming of national heroes such as Cuauhtémoc (chapter 3) and
the production of spurious Aztec artifacts (chapter 4). In later chaptdiskplore

how common Mexicans challenge Guzman'’s vision of the displaced peasant in the
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National Palace to eventually place themselves at the center of the oddct
Mexicanness.

ThoughEl 4guila y la serpienteffers both a portrait of the Revolution and of the
many Mexican landscapes Guzman visits in his adventures, the novel ultinngtely a
for anarielistainspired mode of modern citizenship. The kind of Mexicanness he seeks
is precisely the kind that manages to uphold the urban and middle class code of life as
the proper form of citizenship. It is difficult to overlook Guzman'’s fascinatioh @&t
Paso, Texas and disappointment with the darkness and chaos of Ciudad Juérez. The vast
schism between the urban and modern and the rural and rustic is one Guzman ultimately
cannot reconcile. David Foster describes this dilemma as, “Asimismo, no sorm@enderi
saber que, para un intelectual y artista del calibre de Guzman, el dianidéréa
Revolucién constituia una larga pesadilla donde los ideales motores quedan aplazados
por la arbitrariedad y las injusticias de hombres que no pueden trascender su propia
condicion sociocultural” (85). Though Guzman is certainly searching for Mexéss
in his long revolutionary journey through the vastness of Mexico, he is continuously
made uneasy by the primitiveness of rural Mexico. It is precisely tixschlgvhich the
arielistaseeks to escape, but continues to encounter through the poorly lit streets, the
Revolution’s rising death toll and uncontrollalskudillossuch as Villa.
But it is in Guzman’s sponsorship of an urban and middle class brand of modern
citizenship that the post-revolutionary state finds a spokesperson for its own nation
building project. Though the Revolution is certainly at the core of the state’s
interpretation of nationhood| aguila y la serpienteltimately shows that this same

Revolution must be properly directed and saved from the degeneracy chwddlos
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Revolutionary heroes of the caliber of Villa are served well by the presénce
enlightened figures such as Guzman. In this same way, the novel makes an open
invitation for the paternalistic intervention of the post-revolutionary state. Althoug
Guzman points toward a particular kind of modern citizenship, the reader is never
actually introduced to a clear and concrete portrait of what the correspondinghmode
nation should look like. Similar to Azuela, Guzman never actually offers a picture or
even a methodology for achieving that modern nation. Again, it is within the absence of
a concrete image of modern nationhood that the post-revolutionary state finds support
for its own projects. The absence of nationhood is not only constituted by Guzman’s
inability to paint a vivid, sensorial image of its dimensions, but also by the politica
instability of the country. The continuous regional uprisings in the countryside and the
internal bids for power within the post-revolutionary government, made it diffeult
imagine what a unified nation might look like. Also, Guzman’s inability to receicd
intellectual revolutionary with the goals and methods of the guerrilla revolugionar
leaves an open invitation for the creation of paternalistic regimes suah @sethater
headed by his fellowteneistasThoughEl aguila y la serpientéells the cautionary tale

of an intellectual revolutionary shunned from the enclaves of power, the novel
nonetheless expresses the intent, similar to the one found in Guzman’s presidential

photographs, to tacitly endorse the hegemony of the post-revolutionary regime.

La raza césmicand the Birth of a Foundational Myth
While Azuela and Guzman both explore the schism that separates the peasant

revolutionaries from the intellectual revolutionaries, they are ultimatedyple to
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provide a clear idea of how fraternity and nationhood are to be achieved. However, it i
José Vasconcelos, the first minister of Secretaria de Educacion Publicafevhdhef
post-revolutionary regime an ideological blueprint for the consolidation of the modern
Mexican nation. Vasconcelos proposes the mestizo as both the building block for the
nation and as the fabric for a post-revolutionary cultural nationalism.

Like Guzman, Vasconcelos was heavily influenced byrtbdernistasand the
Ateneo de la Juventud. His involvement with the Ateneo eventually led him to
participate in the Revolution through his association witmthderistasThe
importance of his ideological contribution to the movement is captured in several
passages @&l aguila y la serpientavhere the young Vasconcelos appears as one of the
intellectual motors of the Revolution. With the election of Alvaro Obregén to the
presidency in 1920, Vasconcelos was called to assume the ministry of education from
1921-24. Though a new post within the government of the post-revolutionary regime, it
was nonetheless one of the most influential positions within the new administration.
Under the leadership of Vasconcelos, Mexico experienced a revolution in cultural
production through the development of Mexican muralism, the establishment of a
national literature and the spread of education through the creation of an army of
teachers. Culture and education, the principal tenets at¢heistaswere undoubtedly
the tools of choice for Vasconcelos in his effort to make of war torn Mexico a modern
nation.

Though Vasconcelos was an important figure both within the Revolution and the
subsequent political regime, rarely is his essay studied as part of the@fQjeratura

revolucionaria.AlthoughLa raza cosmic1924) is not a novel and also does not take
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up the Revolution as its explicit axis, it is fundamental in understanding thegplace
literature within Mexico’s nation building project. From canonical studies such as
Adalbert Dessau’ka novela de la Revolucién Mexicafi®73) to more recent studies
such as Max ParraWriting Pancho Villa’s Revolutior2004),La raza cOsmicis
completely omitted from their discussions of the creation of a national iterat
However,La raza cosmicanust necessarily be included in any discussion of Mexican
national literature oliteratura revolucionariafor the vision it offers of a Mexican

nation in the making. If writers such as Azuela and Guzman analyze withimdveis
precisely the absence of nationhood, Vasconcelos steps into the discussiom naith
césmicato offer an ideological structure for the achievement of a modern Mexican
nation. Vasconcelos essentially offers a response to the questions and anxteties tha
novels such akos de abaj@andEl aguila y la serpientexpress concerning the
relationship between the Revolution and the nation. Again, though he does not write
explicitly about the recent Revolution, the event is at the core of the creatareaf
political subject, the mestizo citizen.

Vasconcelos’ mestizophilia becomes manifest a few years earhes 1919
essajEstudios Indostanicodhough not a full articulation of mestizas the future of
modern citizenship as it is expressedlénraza cosmicayasconcelos sustains, with
some trepidation, that only the mestizo races produce great civilizatiogeed®n to
claim that in the equatorial zone, specifically India and Brazil, greatiartreations
will flourish to surpass contemporary European art: “Porque no es el frio, sinorel cal
la condicion del verdadero progreso homogéneo de todas las potencias humanas” (98-

99). Already inEstudios Indostanico¥,asconcelos is pointing toward a seeming
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inversion of the Eurocentric thinking that condemns the intellectual production of the
Americas.

However, it is not untiLa raza cosmicghat the Vasconcelian thesis is presented
in profound detail. Vasconcelos begins his prologue by declaring that in the present
historical moment there is a movement to return to mestizaje. He explairisé¢hda el
caso de que aun darwinistas distinguidos, viejos sostenedores del espencerianismo, que
desdefaban a las razas de color y las mestizas, militan hoy en asociaciones
internacionales, que como la Unesco, proclaman la necesidad de abolir toda
discriminacion racial y de educar a todos los hombres en la igualdad” (9% Wwathi
the positivists of the past have recognized their mistakes, according to \&espro
as to embrace the “equality” mestizagpresents. From the first few lines of his
prologue, Vasconcelos declares himself against positivist thinking, rootieel
authority of science, though curiously he himself appeals to the authority of gemidgy
archaeology, disciplines born from the positivist wave, to establish the cradle of
civilization in the Americas. This discursive movement is crucial consigi¢hiat any
modern nation needs to associate itself with a civilized origin. In this caseytieim
Atlantis establishes for Vasconcelos a legitimate origin through whichmesdeem the
Indian. For Vasconcelos, the Indian serves as a kind of bridge toward mdstizajse,
“Después de un extraordinario florecimiento, tras de cumplir su ciclo, termsnada
mision particular, entrd en silencio y fue decayendo hasta quedar reducida a los
menguados Imperios azteca e inca, indignos totalmente de la antigua y suptniat
(15-16). This means that all that remains of that great Atlantic @titiz is the

contemporary Indian. Through mestizaje, the Indian will advance thousandsfo/ear
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redeem himself completely as he becomes integratethigt@an raza de broncén this
way, the Indian will disappear completely as he is absorbed into the homogeneous race
But if the survival of the fittest is the law that propels Darwinism, then the
aesthetic law will be the criteria that will determine the racial atdral profile of the
mestizo. This aesthetic law, according to Vasconcelos, will bring {haes“bajos de la
especie” to disappear through their absorption into the mestizo race. Has X,
“De esta suerte podria redimirse, por ejemplo, el negro, y poco a poco, por extincion
voluntaria, las estirpes mas feas iran cediendo el paso a las mas herd®)s&sst(
only will the black disappear, but he will do so voluntarily. It is clear that for
Vasconcelos, the black, like the Indian, is constitutive of the lower and uglier Bage
this law of aesthetics is actually a kind of eugenics that like geologyreinaemlogy,
the disciplines Vasconcelos appeals to in the beginning of the essay, hasits dhig
same kind of positivist thinking he disdains so much. This becomes evident when
Vasconcelos says that,

en unas cuantas décadas de eugenesia estética podria desaparecejuetmegn los tipos...
fundamentalmente recesivos e indignos, por lo mismo, de perpetuacion. Se opersida e
forma una seleccién por el gusto, mucho mas eficaz que la seleccion darvgjo@sélo es
valida, si acaso, para las especies inferiores, pero ya no para el handpre (i

This means that the aesthetic eugenics that Vasconcelos imaginss evien more

successful than the natural selection of Darwinism through its elimination ioff¢nier
beings that form part of the human race. Although Vasconcelos criticizes thktynift
Darwinism, his aesthetic eugenics is a re-elaboration of the samehaukstg that

during the latter half of the nineteenth century established the superiorityArighe
Saxons and European culture. As historian Agustin Basave Benitez so poignantly
highlights, “Y su imagen del hombre cosmico huele a la bestia rubia de Nietzsche, por

mas que el mexicano aclare que el suyo sera un ‘totinem’ distinto al superhombre
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nietzscheano” (135). In this way, Vasconcelos reinscribes himself withiarthe racist

positivist thinking that he despises so much precisely for its negation ozajestnd

Latin American cultures. Vasconcelos simply inverts the same thinking tatiesehe

legitimacy of Latin America, as he establishes the insignificahtee contributions of

the black and Indian elements, only to later annihilate them through their absorption

within the dominant race. In this way, Vasconcelos ultimately validagesame

nineteenth century colonial hierarchy in his construction of mestizo subjgctivit
However, Vasconcelos later inverts that nineteenth century hierarchy by

establishing Spain as a superpower equal to Britain. Although during much of the

nineteenth century Spain fell into political and economic decline while Betgpanded

its colonial domains, Vasconcelos insists on viewing the two as equals. According to

him, the British and the Spanish are “los dos tipos humanos mas fuertes y masslisimil

(16). The mestizo race will spring from a combination of these two superpoweis. But

the same way that the Spanish element has reached its splendor in LaticeAtheri

British element has attained its potential in the United States. Whatrdsaritis a

rivalry between the United States and Latin America. But this rivaliycaine to an

end when, “Los mismos blancos, descontentos del materialismo y de la ingstiaila

en que ha caido su raza, la cuarta raza, vendran a nosotros para ayudar en la@enquista

la libertad” (35-36). The particular use of the term “blanco” in this sentumggests a

cultural connotation more than it does a racial one. This means that the North Americans

will seek the Spanish roots so as to break the chains of their own materialismrasad in t

way reach the utopia that Vasconcelos claims is linked to the consolidation of the

cosmic race. When this race finally comes into fruition, there will no longanypenore
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rivalry between the United States and Latin America; the schism cresteedn the
United States’ utilitarianism and Latin America’s spirit, a contdasicribed by Rodé as
arielismo,is closed through the fusion of the cosmic race. On the contrary, the British
and Spanish roots will join to form the strong base, the white base, of the cosmic rac
But what implications could the cosmic race have for the construction of the
modern Mexican citizen and consequently the nation? The profile Vasconcelos
constructs for his mestizo citizen can be read as an outline of what the Mexiean sta
the 1920s sought to motivate within its own citizens. With the end of the Revolution, the
state sought to construct a hegemonic base so as to build a nation out of the divisions the
war had provoked. Vasconcelos not only aimed to diffuse the country’s political
differences, but rather, he also sought to erase its racial differendearés Polo
Hernandez Cuevas explains,

Vasconcelos’ doctrine regardingreestizajecreator of a cosmic man, in fact, masked Mexico’s
heterogeneity. This doctrine, while supposedly aimed at bringing everybaayiftusory
mainstream, in truth was targeted at doing the opposite. His campaign bluMeciabns who
were not white enough from the nation-state project particularlynérelas castas who
nevertheless were the majority (18).

The education campaign that Vasconcelos led during his tenure as Secretary of

Education was at its core a search for the “whitening” or Westernization oétioa.
Perhaps the nation could not be so easily “whitened” in the racial sense, but Vasconcel
believed it could be done so on a cultural level. It was fundamental to educate the
Indians in order to integrate them into the cosmopolitan and bourgeois society the post-
revolutionary state so eagerly desired. It is important to rememberdkabitelos’

slogan was after all, “educacion, pan y jabon”. These were the three eléma¢nts
Vasconcelos deemed fundamental in the construction of the mestizo citizen. The idea

was to civilize the nation’s racial others and in this way construct the modern hation t
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the Revolution had promised. In practice, Vasconcelos was exercising a kindicdlcult
eugenics which according k@ raza cosmicavould also occur racially through the
passing of many generations. With the education and art programs Vasconcelos
designed, the post-revolutionary state sought to fabricate, like the machineasd a m
production line, a mestizo citizen that would make of Mesiheland of tomorrowBut
making of Mexicathe land of tomorrowimplicated constructing for the mestizo citizen
a neo-Creole interior with a bourgeois set of values. Here | am using th&nesm
Creole” to differentiate between this new political subject and the ninbteentury
Creole. Unlike the Creole who defined himself vis-a-vis Spain, the neo-Creaieslefi
himself with respect to the United States. The neo-Creole’s interiotther ifas values,
continue to be in line with those of the nineteenth century Creole with the exception that
now he integrates North American elements to constitute himself. Unékareteenth
century Creole, the twentieth century Mexican, or mestizo citizen to be nemiegr
was supposed to satiate his aspirations for modernity in seeing the Norticakmer
silhouette reflected over his own Latin American face.

However,La raza cosmicaannot be understood in all of its complexity without
placing close attention to the “Notas de viaje” that follow the essay. In 1920, when
Vasconcelos became the Secretary of Education he launched a promotional tour
throughout Latin America with the purpose of spreading his discourse on neesliza|
“Notas de viaje”, or second part loh raza césmicajocument his visits throughout all
of Brazil and Argentina. His description of this trip is a celebration of the temtjinal
and industrial advances he observes. But unlike New York, a city he describes as “una

lacra del mundo” (62), the South American cities prove to be the perfect combination
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between Hispanic culture and North American modernization. Juan Carlds&rija
describes Vasconcelos’ experience through South America as one whaentista,
“cuenta su experiencia por estos paises como si transitara por una éaica,ed
pletérica de lugares naturales sorprendentes; mujeres hermosascpmaidas y frutas
desconocidas; gente buena y trabajadora; gran prosperidad industrial y pebarsante
todo, naciones donde la utopia americana esta viva y en ascenso” (334).

The second part of the essay is essentially a reification of the ethablogic
argument presented in the first part. Vasconcelos assures that whiletdua the
site of the cosmic race’s new capital, Argentina, “hoy y quiza por mucho tieerpcels
faro en la noche hispanoamericana” (206). These two countries represent for
Vasconcelos the incarnation of a cultural mestizaje. It is important &mbsr that
racial mestizaje is supposed to take time in constructing the fifth raceyltuak
mestizaje is a process already taking place, as is observed in the catiahlism he
initiated. Although it is a mestizaje profoundly rooted in Hispanism, Vasconaddas
also has implications for the modernization of the city. Vasconcelos destibes t
modernization when he compares North American cities to Rio de Janeiro:

resplandor estridente de Nueva York, que ofusca un instante y enseguidaahesiresplandor
gris de Chicago, envuelto en un manto de humo, que vicia la atmosfera diez legueoada.
El resplandor de Rio era un resplandor claro, se diria una gran ciudad erlargfico, los
servicios todos, dependieran de la electricidad y ya no del carbdn; una udreipada etapa
monstruosa del coke (66).

The city of Rio de Janeiro, as Vasconcelos perceives it, incorporates thieinestte of
the modernized North American cities while also managing to surpass them. The
Brazilians are taking forms of energy developed in the United States, butrare the
making them more efficient at home. As a result, the luminosity of Rio de Jaseiro i

bright and clear and does not tarnish immediately like the lights of New York or
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Chicago. The Brazilian city is managing to take the best elements ¢f Aloktrican
industrialization so as to make of Rio de Janeiro the Eden that the first part eddlge e
promises. The harmonious coexistence of elements derived from the Unitedh8tates
the picturesque landscape make of Brazil the model for the construction of modern
nationhood that Vascocnelos envisions for Mexico as well as the rest of LatilcAmer
Although the United States remains in the horizon for Vasconcelos as a constant point of
reference, what operates at the core of his essay is a desire to recone’sest

territory, and with it the nation. Already from an early age, Vasconcelos had
encountered firsthand the threat that the United States posed for Latin America.
Vasconcelos’ childhood on the border between Piedras Negras, Sonora and Eagle Pass,
Texas was marked by his impulse to, as José Joaquin Blanco explains, “defenderla
[patria] a pufietazos contra los nifios norteamericanos que sostenian su superioridad
frente al semisalvaje mexican®€ llamab&®2). From the time he was a child,
Vasconcelos was forced to face the United States’ imperialistiodat and was
consequently obligated to defend his Mexicannélss early racialization undoubtedly
motivated Vasconcelos to counter the United States’s brand of modernity. The young
Vasconcelos, the son of bourgeois Creole parents, essentially personifies the
underdeveloped nation as he is forced to counter the imperialistic impulses ofttne Nor
American children. This early experience coupled with Mexico’s masgsixierial and
moral loss at the hands of the United States drove Vasconcelos to seek the i@covery
the nation. It is important to remember that Mexico had already experiencedithé U
States’ brand of modernity through the expansion of Manifest Destiny in theemtiete

century. For Mexico, this translated into the loss of half of its territory. The Li&&yT
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of Guadalupe Hidalgo turned what are today the states of Arizona, Wyoming, Utah,
Nevada, Colorado, New Mexico and California into U.S. territory overnight. Although
the lost territory only constituted 1.5% of Mexico’s total population, this sigmfitoss

of Mexican territory weakened the morale of certain sectors of Mexicartys@@@azant

60). Historians such as Jan Bazant note that since very few natural resoueces we
known in this part of the national territory, the loss did not prove to be a significant blow
to the Mexican economy. However, it is important to emphasize that the loss of half of
the Mexican territory became palpable proof of the United State’s colonizingrgow
Mexico’s northern neighbor proved capable of devouring its surrounding territories in
the name of modernity.

Undoubtedly, mestizaje was the discursive front on which Vasconcelos sought to
counter the menacing powers from the north. It is no surprise then that his sl@gan wa
“iMestizos de América, unios!.” Vasconcelos brings with him a discourseés tfiast
envisioned for Mexico and then for the rest of Latin America. Considering that
Vasconcelos was seen as a representative of Mexico in his visits through Bmuribai\
his tour could be read as a kind of mexicanizatibtie souttf. The propagation of
mestizajeas a discourse can be interpreted as the dispersion of precisely thoseatleas
in Mexico were helping to consolidate the modern nation. Although it cannot be argued

that Mexico was attempting to colonize the rest of Latin America througtigbeurse

®In the biographies and articles | have found oncdaselos, | have not encountered any significatgilse
concerning the reception of his discourse on mastim South America. The most | have found is that
according to Basave Benitez, Vasconcelos was pneeth“‘maestro de la juventud” in Central and South
America (131). What is clear is that Vasconcelas éeery intention of fomenting his discourse owesid
Mexico. His Pan-Americanism which is so palpabléarraza co6smicaand his “evangelization” tour
through South America suggest Vasconcelos’ strasirel to cross Latin American borders armed wigh hi
discourse on mestizaje. But the question of hovdlsisourse was in actuality accepted and intergrete
outside of Mexico is one that has yet to be studied
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of mestizajewhat can be observed is that Mexico was attempting to discursively unite
itself, through the Pan-American relationship prophesied by Vasconcelbsheitest
of Latin America. Symbolically, Mexico was uniting itself with other pespnd was in
a sense compensating for the loss of half of its territory at the hands of ted Btates.
This Pan-American union was conceived by Vasconcelos and the Mexican state as
way of strengthening the nation building project. Mexico’s relationship wéhest of
Latin America energized, at least morally, the Mexican stateiggi to modernize the
country vis-a-vis the United States. If Mexico could not physically rectséwst
territory, it could at least seek to create unity with the rest of Latiarfa through the
propagation of mestizaje as the panacea for modern nationhood.

Although Vasconcelod’.a raza cosmic# perhaps the most prescriptive work
within the genre oliteratura revolucionariawith regards to the nation building project,
it nonetheless falls short of constituting the nation on its own. It is crucial tahabtea
raza cosmicavas only one component of Vasconcelos’ grand national project. Though
his project is essentially summarized in the essay, it is important to looldttvear
Mexican state’s cultural strategies, especially those informed hgidhe espoused in
La raza césmicain the study of how the modern Mexican nation-state was
consolidated. Access t@ raza césmicaot only presumed an advanced level of
literacy and familiarity with a positivist education, but also presumedderss ability
to interpret the text's implications for Mexico as well as the rest th lfamerica.
Again, this is where the question of mass accessibility to the text suggesis thaa
césmica’splan for the consolidation of the nation enjoyed limited diffusion through the

written word. This suggests that the population, the masses especially, weygsper
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looking to other “texts” and finding an articulation there of how Mexicanaeds

modern citizenship might be exercised.

Beyond the Book: “Writing” the Nation’s Visual Text

Literatura revolucionariaas a genre not only sought to create a national literature
for Mexico, but also aimed to forge a national spirit by closing the schisnebetihie
intellectual middle class and the popular masses. Canonical works dumh des abajo,
El aguila y la serpientandLa raza césmicattempted to present a meditation on the
problem of nationhood while simultaneously seeking to promote the fraternity awgcess
for its achievement. However, the social position and agenda of each of these authors
surfaces within their respective text to reveal the difficulty of bothrigrgationhood
across class lines as well as utilizing the written text as a dytta@uct or artifact for
the promotion of the nation. The question of mass accessibility to the book as well as its
advocacy for a bourgeois subijectivity that seeks to erase the degenprasgmied by
the Indian peasant from the nation is one that cannot be ignored. These issues make of
the written text an insufficient strategy for the consolidation of the nation.

If the written text is insufficient in achieving the Mexican state'sréefor
nationhood, what other cultural strategies, then, contributed to the consolidation of the
nation? It is important to remember that by 1934, when Lazaro Cardenas éslseme
presidency, there were already many programs, proclamations and dietodwisual
devices of all sorts to carry the message of nationhood. This study aims weanaly
precisely the implementation and rhetoric of those rhetorical and visual devices

exercised as part of the nationhood project. It is in the 1920-35 period, the years leading
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up to the height of Cardenas’ populist administration, that these cultural ssatagibe
identified and questioned regarding what they had to offer a nation in the makiag. As
historian Leonard Folgarait notes, “This was a society whose powerful mevner

busy creating a culture. Such a creation demanded a concern for the manufacture of
meanings. A heady mix of activity and discursiveness, a need to be thinking, proposing,
cajoling, propagandizing, but, mostly, by fdoing affected all official behavior. ...the
post-Revolution opened a space for a self-conscious and relatively peaceha wult

assert itself” (7). And it is this “relatively peaceful culture” thadaeto be assessed

within the context of nation building.

Where else was this cultural meaning to be found if it was not limited to the
written text? In answering this question, it is necessary to interrodiegteantifacts of
Mexicanness and their contexts. To fully understand how the visual texts contained
within other artifacts are read, it is crucial to move beyond the narratodsqad by
the text in order to anchor an analysis of the museum as an institution and as a temple
for elite culture. It is imperative to look to the museum and the archaeologifzadtac
explore how the figure of the degenerate Indian is wrestled with by thersifstsearch
to shape the modern Mexican nation. The same “raza irredenta” which troubles Azuela
Guzmén, and Vasconcelos is a point of tension which ultimately informs the state’s
difficult path toward shaping modern subjectivity among a peasant citizenhe In t
following chapters | will be looking to different incarnations of the actites texts that
not only shape the nation’s capital, but also as narratives that aim at reaahihg int

minds and hearts of the population to make of them modern citizens of the nation.
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Il. EI Museo Nacional de México: Selecting and Exhibiting a Glorious Nation

El pueblo mexicano levanta este monumento en honor de las admirables culturas
gue florecieron durante la era Precolombina en regiones que son, ahora, territorio de la
Republica. Frente a los testimonios de aquellas culturas el México de hoy rinde
homenaje al México indigena en cuyo ejemplo reconoce caracteristicas de su
originalidad nacional. — President Adolfo Lopez Mateos at the inauguration of the
Museo Nacional de Antropologia

Walking up the steps of the entrance to the Museo Nacional de Antropologia
today, one senses that one is about to enter the nation’s temple. The imposing monolith
of Tlaloc sits outside of the museum on Paseo de la Reforma as representhgve of t
national relics which are carefully guarded inside. While Tlaloc caeadtthe way to
the museum because his eyes have faded from his stone visage, a colossal staed Mexi
flag flies high enough to guide visitors to the museum’s entrance. The “blialdtT
signals the way, while the Mexican flag is the “x” that marks the spot. Tog#ibee
iconic figures keep visitors on the path to the museum. However, the ancient monolith
and the Mexican flag stand as one not only to announce the museum’s location, but also
as a preamble to the nation’s interpretation of its pre-Columbian past. Even before th
visitor enters the museum, Mexico’s pre-Columbian past is alreadysenped as
unmistakingly patriotic.

The relationship between artifact and nationhood is made explicit through the
museum’s glorification of the national patrimony. Although today’s entrance to the
Museo Nacional de Antropologia shares no resemblance to the entrance of thenMexica
National Museum of the post-revolutionary period, | find it useful to part from the
contemporary museum in thinking about the relationship between the artifact and the

museum. Through the exhibition of a wide range of objects, from the miniature to the

gigantic, the Museo Nacional de Antropologia silently seduces its visitor (@ diO).
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Rather than brutally imposing itself, the museum creates the illusion of an open spa
designed to house the ancient origins of the nation within a clearly archillgctura
modern building. In the museum’s main garden, the partially roofed patio seems to be
supported by a single column etched with pre-Columbian imagery sittingheear t
garden entrance. However, this sensation of openness is created by a systees of cabl
that support this partial roof, but remain hidden from public view. Like the archaéctur
illusions created in the museum’s exterior, similar illusions are alsonedtinside
through the presentation of the nation. Inside, though the museum’s collections are
contextualized through the use of explanation tags, maps and dioramas, below these
visual aids the nation also lies hidden. While the museum presents itself as ddribute
the indigenous peoples of Mexico, the nation is always the frame through which these
past and present cultures are re-presented. The museum offers the illusioththa
these indigenous peoples Mexico would not exist, when in reality it is these indigenous
peoples who are continuously circumscribed within a nationalist context.

Yet despite the museum’s insistence on offering the pre-Columbian past as the
true recipient of its homage, it also presents itself to the visitor as a kind of laoigk re
to be read from beginning to end or one chapter at a time. It functions adkeftext
that is not necessarily premised on the ability to read. The fact that it has thgaptie
offer a patriotic message to anyone willing to step into this sacred teayasi the
nation, makes of the museum as institution a valuable cultural strategy in the
construction of nationhood.

To understand the museum’s role within the Mexican nation building project, it is

crucial to conduct a study of the National Museum from 1920-35, precisely thd per
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when the state was so aggressively attempting to complete the construdtematidn.

As the predecessor of today’s Museo Nacional de Antropologia, the National Museum
was not only Mexico’s first museum, but also one of the country’s earliest and most
important forums for the visual display of patriotism. Though established in 1790 under
the name Museo de Historia Natural, the National Museum played a pivotal rolg durin
the post-revolutionary period in conceptualizing the transition from colonial subject to
that of citizen of the state. Although Mexico had attained independence almost one
hundred years prior to the Mexican Revolution, modern citizenship, a prerequisite for
the kind of nation desired by the governing elite, was a goal yet to be @ttairte

unlike the European museum, the Mexican museum was directly responding to the
guestion of exhibiting the glories and accomplishments of the post-colonial naten-sta
The National Museum functioned as both the repository for the origins of the nation and
as a kind of showcase for the scientific and cultural advances unique to Mexico. Though
other cultural institutions such as the Mexican muralist movement and themcredi
literatura revolucionariaalso attempted to articulate the nation through the exhibition of
Mexicanness, it was within the walls of the National Museum that the dalpttria

was to be fomented and exercised. The National Museum as an institution for the
production and exhibition of “knowledge” made museology a privileged cultural

strategy in the effort to construct the nation. The museum’s presentation of kpewled

framed within the rhetoric of science made its legitimacy apparierdgfytable.
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The Mexican National Museum: Homage tda patria

In the decades leading up to the establishment of Mexico’s first museum, the idea
of collecting and exhibiting the nation was being imagined by several Creole
intellectuals. The attack on the value of the culture and intellectual productioas of t
Americas led many Creole’s to quickly respond with their own counter arguments. The
Jesuit Manuel Eguiara y Egurén replied to the attacks of European scrmuntistzs
Corneille de Pauw and Buffon by publishing Blogos a la Biblioteca Mexicana
(1755). TheBibliotecais a compilation and description of literary works produced in
Mexico mostly by Creoles, but a few also by mestizos and Indians, which directly
refuted the European Enlightenment’s idea that the people of the Americas were
incapable of innovative thinking. Eguiara y Egurén essentially “colledtgdisting and
describing all of the literary production generated in Mexico until therydirad) pre-
Columbian codices written through the use of ancient glyphs, to show that Mexicans had
the same abilities and cultural value that Europeans were so proud to possess.

But the most important intellectual in developing the notion of collecting and
exhibiting was another Jesuit, Francisco Xavier Clavijero. In 1780 he published the
Historia Antigua de Méxic Bologna, Italy. Though he heavily consulted the Aztec
codices in writing hidlistoria, Clavijero completed and published his work abroad due
to the Jesuit expulsion from the colonies ordered by King Charles 11l in 1767 hieike t
Biblioteca theHistoria proposes to refute the European notion of American inferiority.

In his prologue, Clavijero proposes the creation of a “museo no menos Util que curioso”
for the conservation of “los restos de las antigiiedades de nuestra patria” (§8gsHe

on to argue for the symbolic re-appropriation of the pre-Columbian past along with the
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desire to link it to Creole culture. As historian Luis Gerardo Morales Mongnues,
“Clavijero esboza en abstracto la funcién moderna del museo criollo ideal: @acyper
conservar restos materiales del ‘otro-diferente’ sobre el principiccdagtuir una

posible identidad patridtica” (31). The project Clavijero proposes is not one of colonial
collecting, but rather is intent on creating a common historical foundation capable o
constructing a patriotic identity. For Clavijero, the Hispanic Americaseum should

include:

Las estatuas antiguas que se conservan o que &e dascubriendo en las excavaciones, las armas, las
obras de mosaico y otros objetos semejantes;i@igras mexicanas esparcidas por varias parte®se so
todo, los manuscritos, asi los de los misioneroggs antiguos esparoles, como los de los misnatiesn
que se hallan en las librerias de algunos monasteteé donde se podran sacar copias antes desque lo
consuma la polilla o se pierdan por alguna otrgmdesa (xviii).

Clavijero’s conceptualization of the museum was essentially an attenegketiine the
role of pre-Columbian civilizations within a European historical and philosophical
framework. For the Jesuit, the remains of Mexico’s pre-Columbian past were
particularly worthy of collection within the context of defining the commorohicsl
base that would erect the nation.

Only a decade after Clavijero’s publication of Historia, King Charles Ili
established Mexico’s first Natural History Museum. Opened in 1790, the museum was
planned to coincide with the king’s ascension to the Spanish throne. However, the
founding of the museum was also based in part on the Creoles’ interest in disgilaying
scientific knowledge of the day. The museum exhibited everything from elephant
skeletons to microscopes and barometers (Morales-Moreno, “History andigtatriot
174). The Novohispanic society embraced “with enthusiasm the existence oftthe firs
museum, and donations to enrich the collection began to come in by the dozen” (Lozoya

105).
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Despite the excitement with which the new Natural History Museum watedree
the museum of antiquities proposed by Clavijero was actually establishednogcha
King Charles Ill founded the museum with the intent of displaying the lush fhora a
fauna of Mexico along with the scientific production of the day, but not necessarily for
the purpose of exhibitinglexicanantiquities. In 1790, the same year the museum was
inaugurated, two very important monoliths were accidently discovered during the repair
of Mexico City's Zocalo (I will return to the case of the discovered mondkities in
this chapter). The archaeologist and anthropologist Ignacio Bernal desbigedent

as one where:

si su hallazgo fue casual, no fue un accidentambio de actitud en el gobierno virreinal. El wrande
de Revillagigedo ordend que se conservaran ene/eerddestruidas, como hubiera ocurrido algunos afio
antes. El cambio traslucia la influencia de lassdde Carlos Il y de algunos de sus consejergs (75

The idolatrous objects which only a few years before would have been destroyed for
their pagan quality, were now being collected and exhibited as museum piecegh Thou
the idea was certainly to exhibit and gaze upon the defeated and barbarous ttegher,”
de-contextualization and de-codification of these objects also facilitaiedgertion

into a new historical discourse.

The intention to write a new history for Mexico came into fruition in the years
after independence. The first post-colonial museum or National Museum was
established in 1825 by President Guadalupe Victoria. In a letter to the Mafister
Internal and Foreign Affairs, Lucas Alaman, Victoria orders, “que coariigliedades
gue se han extraido de la isla de Sacrificios y otras que existian en datasedprme
un Museo Nacional y que a este fin se destine uno de los salones de la Universidad,
erogandose por cuenta del Gobierno Supremo los gastos necesarios [...]” (gtd. in

Castillo Ledon 11). This marked the beginning of the Mexican government’s control
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over cultural heritage as well as the legitimization of gatheringogcts considered of
“use and national glory” (“History and Patriotism,” Morales-Moreno 177).

Though the National Museum struggled greatly to keep afloat in the following
years amidst political divisions and foreign invasions, it wasn’t until the advent of the
Porfirian regime that the museum would begin to blossom as the nation’s museum. The
museum essentially established a symbiotic relationship between argyaaadbthe
state to form the myth of the Mexican origin. The National Museum paid homage not
only to the mystified and fossilized native past, but also crystallized offieisions of
the War of Independence (1810-21) and the heroes of the wars of the American and
French interventions (1846-48 and 1862-67 respectively). Porfirio Diaz became
intimately involved with the museum by reorganizing its structure and renaintineg
Museo Nacional de Arqueologia, Historia y Etnologia, and more importantly by
personally approving or disapproving of the content within the exhibition halls. This
kind of control included the presentation of the Spanish Conquest, the heroes of the War
of Independence, the Mexican American War, Benito Juarez, the 1857 Liberal
Constitution and the struggle against the French (182). According to Moraleadyiore
these scenes were not only seen as representative of the new nation, but nemly preci
as the “incarnation of the state itself” (ibid). This made of the National Museon®
than just the repository of the nation’s origins; it made of the institutronseopatria
an institution for the monumentalization of the nation, as Morales-Moreno has described
it (Origenes3b).

However, the idea of thmuseopatriaeached new heights when the National

Museum was placed at the center of one of the many processions planned for the
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celebration of the first independence centenary. Clavijero’s idea of cangjracsacred
repository (nuseopatriafor the antiquities representative of tiegria came into full
fruition in September of 1910. Genaro Garcia writes in his chronicle of thetiestivi
that the patriotic celebrations began with a solemn procession to the Natiose
where ‘the renowned instigataf Mexico’s emancipation was christened” (182). The
pilgrimage to the National Museum was undertaken by school children, teachers and
public employees. This religiously flavored civic homage truly placed thégipgain

the museum when, as Garcia describes, “the first schools filed through Camstituti
Square forming a military parade from the entrance of the museum to titkegrtaance
of the Archaeological Hall” (186). The strategic starting and ending poitiésgbarade
showed that the National Museum was actively playing a key role in forgingyangnif
Mexican identity composed of an archaeological past and a mestizo présent. T
veneration of th@atria’s mystical past and its saintly heroes promoted a renewed
acceptance of a common national identity.

Though Porfirio Diaz had planned the National Museum as the center of the first
centenary festivities, in reality all of Mexico City became aesfagthe celebrations. As
a living patriotic museum, the city itself also shined as a representation ofrmtyade
Not only did Diaz work on reorganizing the National Museum in time for the first
centenary, but he also imagined the creation of a modern city that would ttedlect
country’s scientific and cultural advances. From parks to monuments, the Drae regi
represented one of the country’s first efforts since the colonial periotivelgsculpt
the city into an incarnation of order and progress (I will discuss Diaz'ssftoshape

the city in greater detail in chapter three).
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Although Diaz significantly altered the historical nuances displayed in the
exhibitions of the National Museum, the museum’s relationship with its visit@'s wa
preserved. The museum remained an elite cultural institution whose wallsl hoeise
country’s most prized historical artifacts. The National Museum’s institait
configuration kept the popular masses far from its entrance. The behaviosaboode
entrance fee were only a few of the obstacles that kept the country’s non-bourgeois
population away from the museum. Although the museum had a very distinctive
educational purpose, its reach was limited to those able to read as well as those
commanding the formal education necessary to de-code its patriotic ma&dgehe
museum’s exhibitions offered condensed history lessons, a formal educatiorllwas sti
essential to the interpretation of the stories touted by the archaeokgjiceadt. The
rigid cultural space of the museum, as I will show through an analySisatficueand
thepiedra del solmade it difficult to integrate the country’s Indian and uneducated
populations into the national family.

But shortly after the first centenary celebrations, the Mexican Revnlbtoke
the Porfirian image of modernity into shards of chaos and backwardness. Thehall of
Diaz administration made evident that patriotic history could be contained withi
museum, though not history itself. It was after all the civic unrest that had bee
fermenting for decades that finally overthrew Diaz. While the Porfiriasesim had
managed to freeze the remains of Mexico’s heroic origins, the National Mubkéunot
cease its collection efforts during the war. Though the museum went through ten

different directors from 1911-16, the collection of the Revolution quickly became one of
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its primary goals. As the armed conflict raged throughout the country atfenisl|

Museum never ceased to construct its next great exhibit: the Mexican Revolution.

The Post-Revolutionary State: Collecting the New Nation

In the aftermath of the war, not only was the reconstruction of the country a prime
concern for the post-revolutionary state, but also the representation of thmaMexi
Revolution. The Revolution was quickly imagined as the origin of a new nation. Even
before the armed conflict came to an end, writers such as Mariano Azuelalveady
imagining and interpreting the ramifications of the Revolution. But while sgrdad
artists were weaving their own interpretations of the war, the post-revolytisiase was
writing a new history text to retell its own version of recent events.

However, writing that text proved difficult at a time when the country was more
torn and divided than it had been before the war began. Regional conflicts continued to
rage while the revolutionary caudillos disputed power within the halls of therdht
Palace. Alvaro Obregoén’s presidency, the first administration after thewvald last
four years (1920-24) but would end with his assassination. Soon after, Plutarco Elias
Calles (1924-28) would arrive on the political scene to ascend to the presidendgiand la
control the following three presidencies. He essentially elected puppetgmtssin
order to make the executive decisions from behind the scenes.

Though the recent Revolution had destroyed much of the countryside by
disrupting agriculture and the development of new construction projects, the post-
revolutionary state inaugurated the advent of a new Revolution that would come to

change the face of public spaces, beginning with those in the capital city. While
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reconstruction efforts were relatively slow in rebuilding the rural regigmadking the
individual states responsible for these efforts, Mexico City was quickipagined as
the example of modernity that the rest of the country should follow. As arti&stor

Eloy Méndez Séinz describes:

Es arquitectura con significados mas o menos cateseg referidos a la misma matriz ideolégica
reivindicativa plasmada con intenciones retéricassolo manifiestos en el uso de los espacios, sino
también, y sobre todo, en formas dirigidas a cooamminensajes, a reiterar con aire renovado la ‘tdma
cada lugar, la conquista explicita del entornoadugnsformacion legitima, tramo a tramo, era la
expansion interminable del poder materializadord&stado voraz (15).

In this way the Revolution was not only quickly translated into a type of
architecture, but it also became the muse that would inspire how the city's gpdties
would be conceptualized. Though most of the monuments dotting El Paseo de Reforma
and the parks and neighborhoods structuring the downtown area were actually the
product of the Porfirian project to modernize the city, it was now the post-revolutionary
state’s responsibility to solidify a discourse that would make of these publesspac
themselves the visual text that would tout the glories ofrtb@ernMexican nation.

However, reifying those public spaces with revolutionary meaning meant
revisiting many of the social issues the Porfirian regime had refusedresa. Diaz
carved new neighborhoods and social gathering spaces meant to showcase the
burgeoning bourgeoisie while simultaneously pushing the peasant and working classes
further into the periphery of the city. Historian Pablo Piccato shows that, “the@aobns
arrival of migrants and the development of new means of transportation... weakened
social divisions and undermined the authorities’ control over public spaces” (21). Given
the resistance presented by these classes and also the magapanticf peasants in
the recent war, their presence could no longer go unrecognized by the state. But

addressing the illiterate classes through the representation ofyadsaating public
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spaces was a challenge necessarily related to the question ofregitluatsector of the
population. The idea was essentially to cultivate civic pride within everggiis well
as an appreciation for the bourgeois values that defined the state’s concefmnaliza
modern citizenship through the transformation of Mexico City tinékonodern city.

Though efforts to modernize the city and its residents were a priority for the pos
revolutionary state in its attempt to implement an example of order for thef the
country to follow, this was not the first project of its kind in Mexico. The post-
revolutionary state’s project can be described as an attempt to bring intmfiauit
ciudad letradaAngel Rama theorizda ciudad letradaas a place which confers official
recognition and prestige on cultural production. Rama points to the early colonial period
(la ciudad barroca as the precursor ta ciudad letradaby showing that this latter city
is constructed on the pillars of a vast bureaucratic, professional and inteliettuaik.
This same network though shares an intimate relationship with writinip @nedad

letrada.Rama explains that,

La escritura construy®6 las raices, disefié la ifleation nacional, enmarcé a la sociedad en ungutoy

pero si por un momento los hombres concernidoggas designios se hubieran puesto a reflexionar,
habrian convenido en que todo eso que resultaienfmortante era tan simplemente planos dibujados
sobre papel, imagenes grabadas en acero, discdegaabras enlazadas, y aln menos y mas que eso lo
que las conciencias alcanzan a sofiar a partirsdmdteriales escritos, atravesandolos con la mhrasia
perderlos de vista para solo disfrutar del suefoaiios excitan en el imaginario, desencadenando y
encauzando la fuerza deseante (77-8).

As Rama admits, although writing was fundamental in laying the foundation for a
national identity (I have dedicated Chapter 1 to this idea), it was part of atghge
was essentially limited to the imagination. Seeing that project intaofiunecessitated
another kind of writing: re-shaping the city itself. It is the re-conceptatadiz of the
city as an all inclusiveational spacehat would mobilize the power of a national

literature and the post-revolutionary state’s discourse on Mexicartess alludes to
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this when explaining, “Y en ambos casos cumple una suntuosa tarea idealizadora que
infundira orgullo y altivez a los auténticos descendientes de aquellos homhyss de |
campos, de aquellos hombres de las grandes aldeas, forzando a los advenedizos
pobretones llegados del exterior a que asuman tales admirables progeniiords” (

was within the select ordered spaces of Mexico City, the asitildigd letradathat

the nation’s foundational myths would take on a life of their own. As | will show in the
length of this chaptela ciudad letradavould remain more of an aspirational project
than a real city since in practice it would come to exclude the “auténticosndiésntes”
who inhabited the fringes of Mexican society.

La ciudad letrada’snodern grid during the post-revolutionary period was shaped
by the construction of new governmental buildings as well as by shifting atteati
already existing monuments, such as the National Museum. Though the institution
blossomed significantly under the Porfiriato, the nationalist ideology émabe read in
its displays became fully articulated after the Revolution. The museala’as an
educational institution expanded during this period in an attempt to inculcate the civic
lessons that would motivate modern citizenship. Morales Moreno describedithreaNa
Museum during this period as an institution whose “mayor vocacion consistiria en
contribuir al proyecto de educacion publica, segun los parametros establecidos desde
1867 y reimpulsados por el vasconcelismo” (48). In this wayntbgernNational
Museum was re-conceptualized as an instrument for the diffusion of the post-
revolutionary state’s patriotic brand of education.

By 1925 the National Museum was not a mere abstract cultural symbol, but rather

it was representing through its collections exhibitions of history in motion; the
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arrangements of artifacts were meant to recreate historical evémtstive halls of the
museum. Wars, insurrections, revolts and military invasions were all traesfonto
symbols. The exhibition galleries functioned as historiographic canvasestmus

social stages of the political imaginary. The objects representing tess,e—Ilos
escapularios, los monolitos, las armas— permanecian intemporalmente, mientags que
miradas sociales sufrian modificaciones fijando y codificando sus valasegr{pios
criterios de verdad) en las colecciones admiradas” (Morales Moreno 50).tk¢hile
objects and collections remained the same, the lens through which they wexe #itd
interpreted was in constant flux. Though the objects were themselves inanimate and
immobile, it was their arrangement and interpretation which endowed them with the
mobility to breathe life into the nation’s foundational myths.

The diffusion of these interpretations, though, necessarily implicated the
mobilization of the museum as an educational institution. The major ideological shifts
that took place within the museum with respect to education were already being
expressed by researchers during the Revolution. Though the museum was
conceptualized during the Porfiriato as a major stepping stone for the advahoéare
elite positivist education, the revolutionary years came to significamdignithe scope
of the museum’s role in the diffusion of a different kind of education, a social and
patriotic education. Researcher Alfonso Pruneda argues for the social impartahe
museum in his article “Algunas consideraciones acerca de los museos” (1913) by

quoting Franz Boas:

No hay que despreciar el valor de un museo comaonaeddistraccion popular, particularmente en una
ciudad populosa, en donde debe aprovecharse tadaunigdad para dar empleo a los ratos de ocio del
pueblo en un ambiente sano y estimulante; en dowaguier atractivo que se le presente pueda
contrarrestar la influencia de la taberna y deliatao, lo cual es de gran importancia social (85).
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The museum was conceptualized as a vehicle for the reformation of vices and as
an example of accepted social mores. The museum was not only meant to be a provider
of healthy entertainment, but also a stage where proper conduct was to be perdormed f
visitors to emulate. And it is this social behavior which is equivalent to the kind of
modern citizenship that would later be at the center of the post-revolutionaty stat
discourse on modern nationhood. Jesus Galindo y Villa, one of the National Museum’s
most distinguished researchers and director of the museum’s Department of
Archaeology, writes in his article “Museologia: los museos y su doblediueducativa

e instructiva” (1921):

templaremos las cuerdas del civismo, y si multitios los objetos y el ejemplo y nos ejercitamos
frecuentemente en su contemplacion y en su anatesisos educando, sin darnos casi cuenta, la tadun
y el caracter, con lo cual llegaremos a ser buenm®danos y poseer la nocién de Patria, que esm
en ciertos espiritus, pero que en ellos esta Eteptiede exteriorizarse en cualquier momento (426)

In this way the museum is further imagined as an institution capable of directing
social behavior in the direction of patriotic veneration. The museum'’s objects aigpeci
those artifacts pertaining to the ancient Aztecs (the origia jpditria), are deemed
touching enough to inspire patriotism and loyalty to the nation. The museum experience
is therefore directly linked to the exercise of modern citizenship.

Although the National Museum developed a strong commitment to education in
the years after the Revolution, it is also crucial to recognize thalétén the
construction of nationhood was complicit with the post-revolutionary regime’s
development of cultural strategies. | choose the term “strategy” to dewibeeation
of tools placed at the service of a state project of nation building which needed to be
completed swiftly and rapidly. While Foucault uses the term “technologies of’ptmwve

describe the state’s management of individuals as a group, the term cultteglesra
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offers a more nuanced interpretation of the post-revolutionary cultural productidm whic
drew from the production of past decades. As | will show in later chapters, tiiakult
production of Mexicanness would eventually escape the exclusive domain of the state.
The idea that cultural production can be summarized as a “technology of power” is to
ignore the contributions that common Mexicans both within and outside of Mexico were
making to the production of Mexicanness. The term cultural strategy allows for the
conceptualization of Mexicanness as a cultural product collectively inveniadyers
outside of the state, an idea that | will explore more fully in chapter 4. Bunwie

efforts for nationhood made by the post-revolutionary state, activities suchradiragt
school, listening to the state sponsored program “Domingos cultdraes!visiting the
museum were all examples of the state promoted cultural strategies usaklt

modern citizens out of individuals. The idea was not to intimidate people into
submission to the nation-state, but rather to have them willingly embrapattizeas

an entity, as a community, that has always existed and has always bdimloged
mexicanosAs Tony Bennett explains, “Rather than embodying an alien and coercive
principle of power which aimed to cow the people into submission, the museum-
addressing the people as a public, as citizens- aimed to inveigle thd gepetace

into complicity with power by placing them on this side of power which it represémte

it as its own” (95). The museum, then, presents to the visitor a version of history that he

can claim as his own. The aim is to have the visitor effortlessly and sejndetrace

! The radio broadcast “Domingos culturales” was aBedday afternoons during the 1930s as a means of
promoting proper social and political conduct. pnegram was broadcast mainly in Mexico City witk th
sponsorship of the PNR. The program’s openly sstiabntent, highlighted with the program’s ending
every broadcast with the socialist anthem, waegefl by the inclusion of folkloric Mexican songs.
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the mythic nation that the several museum halls weave together like the pages o
storybook.

In order to understand how the mythic nation is constructed within the museum
and the ways in which theuseopatriaappeals to the formation of modern citizenship,
it is necessary to carefully analyze the construction of some of the niaseone
controversial archeological artifacts. | believe that it is through g stuthese artifacts
that the place of the National Museum within the nationalist project can be tnaced i
order to understand its function within the post-revolutionary Mexican state. A
comparative study of th@iedra del sobndCoatlicuecan begin to answer the question
of why some archeological pieces are forgotten for decades while otltersd iconic
images of thepatria. This case study also questions how the history of such iconic
pieces is carefully edited to reflect a clean and linear image ofcthanection to the
nation. It is also crucial to study how certain artifacts were analyzecdasaldgued
specifically during the post-revolutionary period. A study of the NationakeMus
curator Ramon Mena and his writing of Batalogo del Salon Secref©926) is telling
of the ways in which the museum’s curators rationalized the existenceadtarti
representative of the degenerate Indian and deemed offensive to bourgeoistemsibil
Mena’s cataloguing and analysis of phallic pre-Columbian artifacts sthatvsertain
artifacts were difficult to reconcile with the nationalist narrativestia¢e was interested
in promoting. Both case studies also highlight the complicity of archaeologygdbrs

time as a “science” within the construction of the nation.
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Disinterring the Nation: The Rise of thePiedra del sohnd the Fall of Coatlicue

Histories discussing th@iedra del soandCoatlicuerecord their date of
discovery as the year 1790. During some major repairs of the Plaza Maya@ahat y
Coatlicuewas disinterred and a few months later, in Decembepiéuza del solvas
also found. Alexander von Humboldt in I8#ios de las cordilleras pmonumentos de
los pueblos indigenas de Amér{d@78) and archeaologist Ignacio Bernal in his
Historia de la arqueologia en Méxi¢th979) discuss the discovery and circumstances of
these monoliths. More recent studies, such as Eduardo Matos Moctezasagdras
negadas: De la Coatlicue al Templo May@©98), discuss the reasons for the fall of
Coatlicueand the ascension of tpedra del so(35-44). However, neither von
Humboldt nor Bernal make any mention of the fact thaptbdra del sobndCoatlicue
shared a similar early history. Both had been exhibited and re-buried, though not
simultaneously, by colonial authorities for their “negative” influence on thad lndian
population. Thepiedra del solvas reburied sometime between 1551 and 1572 while
Coatlicuedisappeared from sight soon after her disinterment in 1790. The reasons for
the omission of thpiedra del sol’'searly history are linked to its quick ascension as an
iconic image of the nation.

Soon after the fall of Tenochtitlan in 1521, fsiedra del solvas moved by the
conquistadors from the south of the Cuenca de Mexico to the Plaza Mayor. It is
unknown why the 24.5 ton monolith was dragged and abandoned there for decades
(Lépez Lujan 80). It was left in public view just west of the vice royalqealeith the
relief side facing up. Fray Diego Durén, circa 1581, describgsi¢ldea del sol'sffects

on the viewing public:
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La una [piedra] de las cuales vimos mucho tiemplaétiaza Grande, junto a la acequia, donde
cotidianamente se hace un mercado, frontero dmakes reales; donde perpetuamente se recogian
cantidad de negros a jugar y a cometer otros ambektos, matandose unos a otros. De donde, el
ilustrisimo y reverendisimo sefior don fray AlongoMiontufar..la mandé enterrar, viendo lo que alli
pasaba de males y homicidios, y también a lo gspesio, fue persuadido la mandase quitar de alli, a
causa de que se perdiese la memoria del antigafidaqyue alli se hacia (vol. 1 100).

Fray Duran’s chronicle makes clear that piedra del solvas reburied for its
pernicious influence on the city’s inhabitants. Like a bad omen, the monolith was
removed from view as to erase any memory of the Plaza Mayor’'s sango@says
well as deter undesirable behavior among the locals.

When thepiedra del solvas disinterred in 1790, there was little memory of the
existence of this monolith. The astronomer and antiquary Antonio Ledn y Gama was
called in to help discern the identity of this “new” monolith. In a letter sent texihed
Jesuit historian Andrés Cavo in 1795, Leon y Gama complains about how a place came

to be selected for the monolith:

se pusiese de piso delante de las gradas de la puiercipal de la Iglesia Cathedral; ya
se dexa concocer, que el animo era, sepultar efréoMabrado, dexando arriba la superficie
plana. Quando lo supe, pasé a vér Ali%.D." Joseph Uribe, uno de los comisionados de la
fabrica de la Iglesia, y le hice presente lo mugfise estaba gastando en la Italia, y en otros
Paises cultos de la Europa para descubrir monumeetta Antigliedad gentilica; y que aqui se
habian de abandonar los que la contingencia nesiafrunicos en su especie para ilustrar la
Historia mexicana, que estaba en obscura (qtdopet Lujan 81).

Ledn y Gama'’s efforts to secure a place forgdieglra del sotake on a patriotic tone as
he calls for the writing of a Mexican history that will place Mexico ambeg'Paises
cultos.” He successfully convinces Viceroy Count of Revillagigedo to au¢htbréz
exhibition of the monolith in an effort to show that New Spain, like Europe, also
possessed ancient culture. However, Bernal notes that it was the culturalesit
King Charles 11l which prompted Revillagigedo to preserve the monoliths of ZBJ0 (
Although thepiedra del sobkuffered a number of aggressions during its time

located outside of the Cathedral, its move to the National Museum in 1885 was received
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with mixed feelings. A number of researchers associated with the museunamadec]

for the relocation of the monolith. During its time outside of the Cathedrgbjedea

del solhad trash thrown at it by the masses, became target practice for the@psS. tr
during the 1847 occupation and suffered the deterioration caused by time. Despite thes
setbacks, thpiedra del sol'docation during many decades made of the monolith a
fundamental urban referent. It's move to the National Museum represented not only the
loss of a spatial locator, but also the disappearance from public view of an icon “que al
transitar frente a la Catedral les evocaba un pasado glorioso y queaatetizsu
materialidad una identidad compartida” (L6pez Lujan 82).fdibdra del sol’s
transformation from witness of an agitated street life to museumcariganourned by

an anonymous poem titled “El adios y triste queja del gran Calendario Azteca
circulated in pamphlet form in Mexico City in August of 1885:

jCuantos lustros yo pasé
Al pié de ésta hermosa torre,
Qué inexorable es el tiempo!
iValgame Dios, como corre!
No hay cosa que no se borre
Y se pierda en la memoria,
Ejemplo vivo en mi historia
Que acertar nadie ha podido;
jAy triste de mi, me voy!
Adiés, Montepio querido!

Como el caballo de Troya
Ya me llevan estirando
Y los soldados me jalan

Entre gimiendo y llorando.

Mucho sudor voy costando
Porque algo pesado soy,

Para el Museo y6 me voy
Donde me van & cerrar,
Por eso digo llorando:
iAdios, bella Catedral!

[.]

Ac_liés, mexi_canos todos,
Si verme, tienen deseo,
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Dentro de muy poco parado
Me veran en el Museo (qgtd. in Lujan 80).

Lamenting the “incarceration” of th@edra del solwithin the walls of the National
Museum, these verses mourn the loss of a monument that had become a permanent part
of the ZAcalo’s landscape. The verses in the first stanza reminisce abtimdlthat has
passed since thmedra del sol’'placement as part of the Cathedral’s fagcade. With the
passage of time, thm@edra del sohas not only become part of the Cathedral’s
architecture, but also part of the city’s memory. In the second stanza, thessatdiaot
only hauling the several thousand pounds of stone formingi¢dea del solput also the
figurative weight of the monolith’s presence in the regional and national rpeBgras
the first stanza declares, the movement opibdra del solvill not erase its presence
from history or the city’'s memory. Though the poem represents the monolith’swatepar
from the location that had been its home for nearly a century, it ends with ananvitat
the museum for all the citizens who may desire to see it again. The urbantresve
takes on new meaning as it transforms into an open invitation to visit the National
Museum.

Thepiedra del solvas soon regarded as the National Museum’s most valued
artifact. Not only did it become a main attraction for the city’s residents/dnfa
foreigners. The British archaeologist William Bullock writes thatmvhe saw the
monolith, “Desde el primer momento en que la contemplé me determiné, si ello era
posible traer a Europa un facsimile de este bello ejemplar de la habilidea’4283).

In the eyes of observers such as Bullock pleera del sohttested to a cultural legacy
that even Europe did not possess. The monolith had already become an object of

veneration in its previous phase as it sat on the side of the Metropolitan Cathedral,
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Mexico’s first temple to Christianity. Its new location as ¢lea magneof the
museum’s Monolith Gallery made of theedra del sohot only a national relic, but also
itself the location of a grand nation. As Lopez Lujan shows, “De manera inmdédiat
piedra se convirtié en icono del museo, imagen tipica de tarjetas postales y fondo
obligado para las fotografias de funcionarios y visitantes distinguidos” (83sBiu¢
face of the museum, thpeedra del sohlso became representative of the national spirit,
the Mexicannesthe post-revolutionary state sought so desperately to infuse across the
regionally fractured country. In the same way that the toweringodetitan Cathedral
had long before become the first representation of Mexico’s Christian faighiethra
del solhad now broken away from the Cathedral to become a representative in its own
right of the country’s and even the world’s veneration of the cult to Mexicanness

As perhaps the most important archaeological artifact in the Nationaukiise
pantheon of objects, thpedra del sobecomes a sacred asset within the nation’s
heritage industry. This industry can be described not only as a sanctuary of tdwurtis
also and most importantly as the process of raising indigenous culture to thaf level
high culture (Carr 344-45). Sacred assets circulate through education anctiorsiss
they attempt to become a common denominator among an otherwise heterogeneous
citizenry. The archaeological artifact or asset acquires a $atrachcter as it loses its
archaeological particularity. Th@edra del sols no longer an ancient instrument used
to track the movements of the sun, but rather a signifier whose referent changes
throughout the centuries. The sacred asset is imbued with a transcendentahidgic w

culminates in the materialization of the nation within universal history. Théocsira

’ The sacred asset is not, however, a relic, an bieich deals directly with the issue of memory. My
discussion of the Cuauhtémoc Monument in chapteettvill discuss the relic in greater length.
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researchers and archeologists of the museum become the guardians otthassatras
they attempt to dictate its significations. In this sense, it is theutistitof the museum
that decides the means through which citizens will interact with thecarfat more
precisely, it is the statehat controls this interaction as it manifests itself through the
chosen conduct and self-identification of museum visitors and more broadly, citizens
As Tony Bennett argues, the museum is not a democratic space of iagatitdolic
access, but rather a contentious space for the modeling of refined behavior, and the
acquiescence to proper modes of political and social participation (99-102).

As the new temple housing theedra del salthe National Museum became a
mirror for the nation the post-revolutionary state desired to forge. The idea hasget
every citizen see himself reflected in the museum’s galleries. Muserator Alfonso
Teja Zabre captures this notion best in his 1925 speech to the Escuela Nacional
Preparatoria: “Aprendamos a ver las cosas con 0jos huevos, como nos ensefa a ver
nuestro Museo los peregrinos que llegan de todas partes del pais, y dejan su hatillo en la
puerta para desfilar atentos por las galerias, para deslumbrarse yesuteaa fa Piedra
del Calendario, como si adivinaran el movimiento de los soles, los diluvios, los éxodos y
los terremotos” (“Discurso” 116). As Teja Zabre suggests, regardlessvinatrpart of
the country visitors may be arriving, their pilgrimage to the National Museum, the
nation’s temple tda patria, is in itself already representative of an homage to the
nation. He depicts museum visitors as enjoying an imagined access to thedgewl
locked within the carved glyphs of tpedra del solVisitors not only daydream about

the Aztec ingenuity that must have produced such an artistic feat, but they tdke par

*| theorize my conceptualization of the state maily fin chapter three.
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of that greatness as they imagine themselves unlocking the monolith’s georelesr to
predict the earth’s movements as the ancients once did. The fantastic contemplation of
thepiedra del sotreates another imagined continuity between the visitor and the
ancient Aztecs. Not only does thiedra del sohttest to the nation’s origins within the
Aztec civilization, but it also compels the visitor to actively envision hinaseH direct
descendant of that civilization. The rationale of the museum with respect to its
husbandry over the country’s cultural heritage was that to truly feel the Agimcyl as

one’s own was to actively embrace the Mexican natida patria.

While museum visitors partook of the nation’s glory as they strolled through its
galleries, few observers could suspect that artifacts such peetira del soffig. 1) had
been selected and historically “enhanced” to represent the desired intagenation.

By the time the post-revolutionary state was sponsoring the National Muselens
promoting nationhood, almost all memory of fhedra del sol’'sominous beginnings
had been erased. The direct lineage the museum drew between the ancient past and t
modern present made no mention of the fear thatidara del sohad once aroused
among early Creoles and Spaniards. There was no need to disrupt the quiet
contemplation of visitors by mentioning that the monolith was once removed from
public sight as a result of its believed negative influence. The National Museum’s
presentation of the artifact as the crown jewel of its Monolith Gallery hadssfclly
erased theiedra del sol’ssarly history. The monolith’s veneration as the epitome of
Aztec civilization successfully replaced earlier artifacts thdtria been as effective in
communicating national glory. Rosa Isidica, a visitor of the early NatMoaktum in

1827, laments, “Tales son los mufiecos de trapo, las minas y los pajaritos de cera, cuya
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obras estarian mejor en una mesa del portal de Mercaderes 0 en un nacimiento de
nochebuena, que no en Gabinete de Historia 0 Museo” (193). Archaeologicalsartifact
such as the@iedra del soteplaced mundane objects exhibited in the museum that
according to bourgeois visitors such as Isidica, presented a disgraceful image of t
nation. However, archaeological artifacts also became of prime importapegecting
an image of the nation in that they represented tangible or material evidenlzeniong
precisely that image. The artifact represents irrefutable tesgitodhe claims of
national glory that not only the museum makes, but that the state also encourges in i
efforts to construct hegemony. As the National Museum made every effootify tiie
nation’s past, it also carefully selected the elements that would weavatithr@s
claims of a modern present.

Selecting those elements also meant excluding certain artifactgte
construction of the national patrimony. Althougbatlicuewas disinterred the same
year as th@iedra del salthe discomfort provoked by her discovery only increased in
the following decades. With a height of 2.52 meters, the Aztec earth goddessndllife
death bears two contiguous serpent heads with protruding tongues. Her name, meaning
“she of the skirt of serpents” in Nahuatl, describes the skirt she wears i é
bodies of serpents interlaced with tiger claws. She bears a severed and bleealing tors
and has eagle claws for feet on which there are eyes. Her belt is made f Siampe
with a human head as a pendant while over her chest she wears a necklaogédloed t
with severed human hands and hearts. At the base is a god squatting which can be

interpreted either as Mictlantecutli, the god of death, or as Tlaloc, the gaith.of r
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Although her discovery proved offensive to the sensibilities of Spaniards and
Creoles, she was taken to the patio of the Real y Pontificia Universidad \whetas
discretely placed out of sight in a dark corner. Despite having br@ggtiticueto the
University as an ancient artifact to be examined, professors and cjarakly
disqualified her as the shameful product of a barbarous civilizatiorCa&atticue’s
monstrous appearance (fig. 2) was not the only trouble the monolith brought upon the
University. In a letter written in 1805 Bishop Benito Maria Mox6 y Francolyriesc

the complications caused Bpatlicue’spresence:

La estatua se colocé [...] en uno de los angulosstel@oso patio de la Universidad en donde
permanecié en pié por algun tiempo, pero al findieeiso sepultarla otra vez [...], por un motivo que
nadie habia previsto. Los indios, que miran coret&tdpida indiferencia todos los monumentos de las
artes europeas, acudian con inquieta curiosidadt@mplar su famosa estatua. Se penso al pringigo
no se movian en esto por otro incentivo que pan&r nacional, propio no menos de los pueblos jgalva
que de los civilizados, y por la complacencia deemplar una de las obras mas insignes de sus
ascendientes, que veian apreciada hasta por tos esparioles. Sin embargo, se sospeché luegenque
sus frecuentes visitas habia algin secreto magiigiagso. Fué pues indispensable prohibirles
absolutamente la entrada; pero su fanatico entusigssu increible astucia burlaron del todo ésta
providencia. Espiaban los momentos en que el pati&ba sin gente, en particular por la tarde, auahd
concluirse las lecciones académicas se cierraa éoglas las aulas. Entonces, aprovechandose del
silencio que reina en la morada de las Musas,nsdéiaus atalayas € iban apresuradamente a adrar a
diosa Teoyaomiqui. Mil veces, volviendo los vedelesuera de casa y atravesando el patio parsuis &
viviendas, sorprendieron a los indios, unos pueita®dillas, otros postrados [...] delante de aquella
estatua, y teniendo en las manos velas encendilgsioa de las varias ofrendas que sus mayores
acostumbraban presentar & los idolos. Y esto hebservado después con mucho cuidado por personas
graves y doctas [...], obligd & tomar, como hemosdlitzhresolucion de meter nuevamente dentro del
suelo la expresada estatua” (qtd. in Matos Moctez88).

As Mox0 y Francoly describe€oatlicue’spresence in the University attracted the

attention of the local Indian population who viewed her as an object of adoration. The
Indians’ veneration of this Aztec deity was worrisome for a number of reasons. First

with the Spanish Inquisition still raging in MexidOpatlicuerepresented an affront to

the Church. After almost three hundred years of Inquisition in Mexico and a campaign

for the extirpation of idolatry during that period, the persistence of Indiagiaehvas

viewed as a problem that needed to be handled at the source. Though only a few decades
later that would have translated into the destruction of objects deemed idolatrous, the
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liberal currents of the 1’9century dictated another solution: the monolith was reburied
to put an end to the resurgence of idolatry. A second reason for the problem with
Coatlicuewas also the increasing dissatisfaction with Spain that would erupt in the
independence movement only a few years later. The Indians’ encounter withréhel
Conquest past, only contributed to the political instability that was alreadynigrew

the years afteCoatlicue’sdiscovery; the act of venerati@patlicuewas representative
of the Indians’ practice of cultural citizenship. The adoratio@adtlicuewas

subversive and undermined the Creole nation which was already in the making. Though
the local Indians attempted to assert their cultural citizenship throughehe
appropriation ofCoatlicue this endeavor was quickly truncated. This mad€astlicue
and the archaeological artifact more generally, a limited cultuedegty for the
negotiation of cultural citizenship. In the case of these Indians, there wakuralc
citizenship to negotiate on€atlicuewas pulled from public view. These Indians
would need to look to another set of artifacts or cultural strategies for $isentian of
cultural citizenship. And lastly, the Indians were viewed as veneratingrtmg artifact
or sacred asset. Rather than losing themselves in the silent contemplation offieuropea
sculptures or even thmedra del salthe Indians were adoring a monstrous symbol of
Indian savagery. The problem was not that they were admiring an Indiantpeifse
Spaniards and Creoles were after all venerating their own deity joietthe del sok
location on the wall of the Metropolitan Cathedral. The issue @athatlicuewas that in
the same way that theedra del sohad come to symbolize the grand civilization of the
ancient “Mexicans,Coatlicuebecame a shameful reminder of the darker side of that

grand civilization.
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The monolith was briefly pulled from the shadows a few years later at thetreques
of Alexander von Humboldt. Surprised that such a well preserved artifact had been
reburied, von Humboldt asked why this had been done. According to Moctezuma Matos,
the university professors replied to him that as to not, “oponer el idolo a la juventud
mejicana” (41). As soon as the baron finished his studies and sketches of the monolith,
Coatlicuewas quickly returned to the site where she had been buried. The monolith’s
disturbing features and status as a pagan idol were considered inappropriate to publicly
exhibit, but these same features m@oatlicuean object of scientific curiosity for von
Humboldt. With the triumph of the Mexican independence movement in 1821, the
National Museum was soon established. The archaeologist Ignacio Berntdstmea
next phase ofoatlicue’sfate: “Asi permanece hasta 1824, cuando Bullock la ve
después de su tercera y Ultima exhumacién, aunque Mayer afirma que esfoeocurri
1821. Sin embargo, no por eso quedé a la vista del publico, sino que, en consideracién
mas bien de motivos nacionalistas, fue colocada en la esquina de un corredor, pero
rodeada de tablas y muebles viejos, donde practicamente quedo sepultada” (78).
Although she was housed within the museum soon after its cre@tatlicueremained
out of sight and was symbolically reburied once again. The abrupt change in henlocat
around 1890 to the patio of the University which initially housed the National Museum,
continued to reflect the problem of what to do wWitbatlicue.Though she was
ultimately placed in full view, she was far from representative of themsiglorious
past.

While Coatlicue’smeritscontinued to be debated through the end of ttfe 19

century, it was not until after the end of the Mexican Revolution that a thorough re-
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evaluation of the pre-Columbian past brought about another view of the controversial
monolith. As scholars began to re-write Mexican hist@gatlicuetook on new
significance in relation to both the ideology of mestizajd in art history. The
publication of Manuel Gamio’Borjando Patria(1916)differed from earlier theories on
mestizajen its celebration of indigenous cultural contributions. Gamio concluded that,
“To incorporate the Indian let us not try to ‘Europeanize’ him all at once: to the
contrary, let us ‘Indianize’ him a bit, to present to him our civilization alreddiedi

with his own, so that he will not find [it] exotic, cruel, bitter, and incomprehensible.
Naturally, we should not exaggerate to a ridiculous degree our closeness with the
Indian” (gtd. in Saldafa-Portillo, “Revolutionary Imagination” 206). However,
Coalticueinitially proved difficult to reconcile even within Gamio’s indianized version
of mestizajeln an attempt to reappraise Indian culture, Gamio devised an experiment to
illustrate the relativity of artistic taste. He showed various photographsetfof pre-
Columbian sculptures and artifacts to art lovers who appreciated those piecsstolose
the European ideal, “but amongst those to which they were indifferent or repulsed was
the Goddess of Death, Mictlantecutli, and the Goddess with the skirt of snakes,
Coatlicue” (Toscano 5). However, the repulsion toward certain Aztec astidagan to
change as interest in Mexico’s pre-Columbian past began to grow in the following
decades. Jean Franco describes this interest as one growing “not only among the
muralists but also thanks to the arrival of Europeans searching for altesratiwhat

they saw as the deceptive rationalism inherited from the EnlightenmemtfuftiRof
Coatlicue” 211). But despite the revisionism of the pre-Columbian @aatlicuewas

interpreted as either a horrific manifestation of ancient Aztec dommatias a
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magnificent antithesis of Western cultural production. In both instaGoadlicuewas
nonetheless conceptualized as a figure that shattered the ideal of Greelopeafett
the rational order of Western civilizatioGoatlicuewas imagined as either occupying a
place below or beyond Western civilization, but could not be reconciled within the
boundaries of those cultural parameters in the same wala thiadra del sohad
eventually been negotiated.

Despite the artistic and philosophical currents that attempted to re-asalcapt
controversial figures such &oatlicue the National Museum’s treatment of the Aztec
deity did little to reflect those changes. In a lat® &éntury photograph by Abel Briquet
of the museum’s Monolith Gallergoatlicuecan be observed in the far left wall of the
gallery (fig. 3). Although her positioning is an improvement from the dark corner in
which she was hidden soon after her discovery, she is by no means the star of this
gallery. She appears in the middle of this photograph more by Briquet’s intent teecaptur
as much of the gallery in a single frame than by an attempt to photograpbnalnat
icon. The main attraction is still thpeedra del sohs it occupies the center wall and
becomes the first object that comes into view as visitors enter the gAllesf/the
other smaller stone artifacts are arranged aroungli¢icea del sohks afterthoughts.
Although Coatlicue’ssheer size makes it difficult to view her in this photograph as an
afterthought, she is by no means this exhibition’s attraction. She occupEwatse
wall from thepiedra del sobs she is clearly hidden from main entrance view. Once
again,Coatlicueis overshadowed by thmedra del sol'presence as evidence of a
glorious national identity. She is certainly no longer forgotten considering thigtrst

concerning her discovery at the base of her pedestal. However, the National Museum
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does not re-baptize her as a symbol of national identity. She is simply viewed as a
representation of the mystical and enigmatic facet of Aztec civiizatvhile thepiedra
del solcontinues to be revered as the face of Mexico’s national identity.
A more thorough re-conceptualization@datlicuewould come in the decades
after the post-revolutionary period. She gained new political significant@a8 when
the killing of demonstrating students at Tlatelolco was associated with tloe that
Coatlicuerepresented. In the 1980s, she would become an icon for feminist Chicana
subjectivity and as Gloria Anzaldla has described her, “the consuming internal
whirlwind, the symbol of the underground aspects of the psyche” (27). Although
Coatlicue “the most hallucinating sculpture conceived by the Indian mind” as Salvador
Toscano (277) has described her, would later represent in her repetitive themdés of dea
and sacrifice a series of disparate causes, it was perhaps as a résitilsare
impenetrability that centuries before had perturbed colonial sensibilitiebandter
failed to find a place within the post-revolutionary state’s nationalist diseours
ThoughCoatlicueand thepiedra del sohre illustrative of the role archaeological
artifacts play in constructing national identity, they also show that a nuwhber
narratives were able to find a place within the chiseled ridges of theseitm&aridore
than just the earth goddess of life and death and beyond a stone representing Mexica
cosmogony, the popular representation€oétlicueand thepiedra del solre products
of the various discourses that attempted to make sense of the pre-Columbian past. But in
trying to unlock the secrets of the ancients, the political and scientific déesotivat
formed around these artifacts were far more telling of their time. The rmindbke

which these artifacts were approached actively shaped both their inteéoprated their
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place within the nationalist imaginary. It was essentially the resear,cscientists and
curators who finished weaving a story, whose beginning they could only imagine,

around these artifacts.

Catalogo del Salon Secreté Curator’s Fixation

Although artifacts such as tipgedra del solwere better at singing national glory
than others, some artifacts posed a serious challenge to the National Mubevuisthie
case that Ramon Mena documents in his 1926 publicatiGatédogo del Salén Secreto
(culto al falof. He was head of the National Museum’s Department of Archaeology
when he decided to catalog those objects in the museum’s collection that he believed to
constitute phallic artifacts. Mena’s analysis is a documentation of ovdrumukeed
objects belonging to different Mexican indigenous groups, but especially Nahua or
AzteC. These objects range from stone and clay figures of phalluses to Nahua deities
Mena believed to be representative of the phallic. His study of the phallghows
how the National Museum conceptualized and explained the existence of these figures
within the ancient origins of the nation. An analysis of Mena’s catalog rewxeals t
tension these objects create within the museum’s nationalist narrativé as the

fascination they stir in researchers such as Mena (fig. 4).

* The 1926 publication was the second edition of@h#logg which included additional notes and
corrections by the author. The first edition wablfmhed in 1923 and was of limited circulation.

> Although | have been using the term “Aztec” throaghthe chapter, in this subsection | will use téen
“Nahua” to refer to the civilizations of central Meo. Mena employs the term “Nahua” in his book to
refer to the larger ethnic group of which the Astéarmed part. However, his preoccupation with
justifying the idea that the phallic cult origindtfom a source external to the Nahuas, suggest$ihis
actually concerned about presenting an image ofttecs, the dominant Nahua group.
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The catalog begins with a justification for the documentation of such a peculiar
collection of artifacts. In the first set of lines to the opening paragraph, Mena

immediately offers an explanation for the need to embark on this project:

De las ricas y variadas colecciones del DepartaoramtArqueologia del Museo Nacional, he venido
retirando aquellos ejemplares absolutamente falicescontrandome a la fecha con buen nimero de
objetos de casi todos los grupos raciales del paisulté al C. Director, Don Luis Castillo Led@ué
destino habria de darse a las piezas que, ya p@asacteres, ya por su numero, integraban Coleccié
interesante a los estudiosos (3).

He explains that not only has he removed these phallic artifacts from the
museum’s main collections, but he has also found the need to study them given their
number and representation of indigenous groups. He admits that despite their absolutely
phallic character, these artifacts represent nonetheless an attsaatiyeBut why
meticulously catalog artifacts that offered an uncomfortable imalyalofia
cosmogony? Why not simply hide them in a dark corner of the museum in the same way
that the National Museum had dealt w@batlicuejust a few decades earlier?

In order to more fully understand Mena’s conceptualization of phallic astifac
find it useful to briefly turn to Foucault’s notion of a “technology of se'The
History of Sexuality vol. Foucault defines a “technology of sex” as “a set of
techniques for maximizing life” that have been developed and implemented by the
bourgeoisie since the end of the eighteenth century to perpetuate its class andviva
continued hegemony (116). Those techniques involved the construction of cultural
discourses about privileged objects of knowledge. While the child and female bodies are

often sexualized in the practice of these techniques, | argue that thet sstanother

® My intention here is not to engage in a detailetd$sion of Foucault’s “technology of sex,” buhgatto
build off of this idea to further my analysis of N&s construction of the degenerate Indian. Whilave
discussed the degenerate Indian in chapter ligrséttion | aim to show how the processes of the
“technology of sex” can help us frame the phalttifacts of theCatalogo del Salén Secretathin
Mexico’s post-revolutionary discourse on nationhood
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body that can be sexualized within the bounds of bourgeois sensibility. In the case of the
phallic artifacts located within the National Museum, Mena’s collection and
privatization of access to the artifacts constitutes their sexuatizadis perception that

the phallic sculptures are offensive to the bourgeois gaze in itself sexulaéAegire of

the Indian. It is important to note that Mena not only sexualizes the cold phallis,stone
but also the Indian body through its association with the production of these artifacts; t
glorious ancient Indian is sexualized into the same degenerate Indian whidsthe
revolutionary nationalist discourse cannot reconcile with the practice of moder
citizenship. Whether that degenerate Indian is the artist producing the phiddct ar

the inspiration for its production, his body does not correspond to the mythic Indian
represented within the National Museum. The perceived sexual behavior and practice
which Mena reads within the hidden stone phalluses of the Salén Secreto also
constitutes the production of the curator’s own sexuality. Teresa de Lauretissagas
Foucault’s analysis of this bourgeois paradox in explaining that, “the prohibitions and
regulations pertaining to sexual behaviors, whether spoken by religious, legal, or
scientific authorities, far from constraining or repressing sexualitse ba the contrary
produced it...” (12). The act of hiding theses phallic artifacts in a secret chambe
suppressing these figures from public view, heightens the simultaneous sexuatizat
the select bourgeois men allowed to access these collections. As | willatkowm lthis
section, the Salén Secreto engaged the viewer in the production of sexual knowledge
about the self as well as the archaeological objects themselves. Ingthedethis

section | will engage in a detailed analysis of@@alogo del Salén Secredmd its
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place within the National Museum to explore the sexualized Indian as another dmensi
of the degenerate Indian.

Although Mena does not offer many answers regarding his interest in these
phallic artifacts, he provides some peculiar observations regarding tigeir @vith

respect to the Nahuas, Mena explains:

Los nahuas, en su peregrinacion, al contacto coéllag, y luego por convivencia, en sus fronteras,
adoptaron deidades falicas introduciéndolas erastepn; pero con mentalidad mas alta que sus \&cino
fundieron en el culto sus ideas cosmogonicas,ipatias siglos a la genial teoria de Laplace. Castos
los nahuas, y testimonio dan sus antiguas escsljtsua libros y sus mapas; no fue sino el contamto
tarascos, totonacos y huaxtecos, lo que pudo do®jal desenfreno y a la misma sodomia. ¢ No dice d
los segundos Bernal Diaz que eran ‘grandes pulsificaron los mas lascivos animales, el mono y el
coyote (lyeiscus latrans) entre otros... (4).

In discussing how the Nahuas developed a phallic cult, Mena is quick to point to
external sources as the origin. Although they adopted the cult from their cweittact
other peoples, he explains that the Nahuas were much better than their neighbors at
integrating deities, although phallic, within their cosmogony. They esdgmtmgroved
on these ideas despite the Nahuas being an inherently chaste people, asrge explai
Mena attempts to prove this by pointing to Nahua cultural production as evidence
although he fails to provide any concrete citations to strengthen his argumetsdirkke
that it was their contact with other groups which launched the Nahuas into sexual
degeneracy. Although Mena attempts to authorize his argument by citing Diaz del
Castillo, it becomes clear that the Nahuas, the origin of the Mexican nation, are not
responsible for creating this phallic cult. According to Mena, they are siagpnsible
for improving upon the ideas of other indigenous peoples using the same advanced
minds that produced the most spectacular cosmogony within pre-Columbian Mexico. It
is interesting to note Mena'’s insistence on presenting the Nahuas as@egmatwhile

shifting blame for the existence of these phallic artifacts on other indiggnowgs.
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Within this catalog, Mena creates an opportunity to redeem the Nahuas af aisy s
readers and museum visitors may read in these artifacts. He esseatteatigts to
extract “knowledge” supporting the nation’s grand past from these phailre$ig

Mena continues his introductory essay to the catalog by describing all of the
phallic figures and symbols he has observed in the museum’s collections. Bit@side
attempting to turn what he calls the “phallic cult” into an apology for itdenge within
Nahua culture, he also tries to resolve an old debate. Of the existence oflvenerea
diseases in the Americas, Mena argues that: “El rito MOTEPUpis€ce resuelvia
existencia de la sifilis precolombina en América, por lo menos en México; mgs a |
dioses de la veintena de la fiesta pedian los devotos alivio lbigdas la sarnay la
podredumbrealel miembro, haciendo sacrificios sajandose el pene, por virtud o por
reducirse la impotencia” (4). In this way Mena “resolves” the debate ragare
American origin of venereal diseases claiming that he has found eviderise for
existence in the phallic artifacts forming part of the Salén SecretpitBdéss attempt at
the beginning of the essay to preserve the grand image of Nahua culture that the
National Museum has tried to construct since its founding, Mena reads in thesgsartif
evidence of disease. Although he does not distinguish between indigenous groups when
making this assessment, this turns out to be a problematic reading for the museum’s
nationalist narrative. Rather than offering a pristine image of the natameffhers,
Mena disrupts this picture by conjuring visions of festering lesions and uncdsi&rolla
fever. This image reveals the tension caused by the representation of theeexual
Indian within the museum. In the same way tbaatlicueproved disturbing because

she was a vivid reminder of human sacrifice within Aztec culture, these phafacta
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inevitably produce discomfort in their representation of sex and sensualityiémtanc
Mexico.

Mena’s catalog reveals the difficulty of making the representatiorxabke
practice among Mexico’s ancient Indians permissible within post-regoluty Mexico.
The National Museum'’s responsibility of presenting a grand image of tlomtsati
origins involved smoothing the rough edges produced by the ghosts of human sacrifice
and sodomy. It was the museum’s duty to help the visitor overcome the notion of Indian
savagery. Though Mena argues that the Nahuas had no part in these practices, he
eventually condemns Mexico’s ancient Indians through his “evidence” for venereal
diseases. Mena himself is unable to overcome the image of the degenerate Indian that
his museum is supposed to deconstruct within the parameters of a nationalist €liscours

José Vasconcelos reflectskstéticaon the Indian problem to which Mena is alluding:

Huerfania de vates y de reformadores espirituatedgja llevar de la sensualidad sin fuerza 'y
rapidamente se desintegra sin honra y sin histeriantando por mausoleo la calzada de los falos
gigantescos. Alli donde el egipcio ponia la validab esfinges misteriosas a la entrada de loslgsan
templos, el maya levanté el simbolo de la genenasii@plemente humana y no como sostén de un futuro,
sino como emblema del estéril placer vicioso (38).

Similarly to the way in which Vasconcelos reads these artifacts, spdgitite
giant phalluses as evidence of an immoral degeneracy, Mena is at timestanabl
apologize for their existence. As much as Mena attempts to generate tauwable
reading, at least for the Nahuas, of these artifacts within the nationaleiveg he is
often unable to see in these objects anything other than “el estéril placspvidihe
artifacts’ exhibition of sexual practice and worship among ancient Inckanssents for
Mena nothing more than the degenerate pleasure of sex. For the curator, sexoal pract
in the ancient world for any purpose other than reproduction is quickly equated with

savagery and degeneracy.
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In this way the existence of a Salén Secigtmore telling of Mena’s own ideas
regarding pre-Columbian Mexico and sexuality than it is about ancient Indedipe F
Solis Olguin, the director of Mexico’s Museum of Anthropology until 2009, suggests
that an actual salon exhibiting these phallic artifacts did exist in themddMuseum
(fig. 5). Instead of hiding these phallic artifacts in a dark corner of the museliaway
from all public view, he adds that the Salon Secreto was probably, if it existaddlimi

to the gaze of male bourgeois visitors. Of Mena’s methodology, Solis observes:

Sin embargo, Mena incluyé mas de una docena deeinedggde Xochipilli y otras multiples figuras con el
pene y los testiculos a la vista, de las cualeésenoos detectado en la coleccién actual, lo cuahaos
sospechar una obsesiva fijacion del licenciado Maras conocidas esculturas de los ancianos
sembradores de la cultura huasteca, de planodasifida como ‘masturbadores’; los relieves de
serpientes, de manera facil y directa, los conaittdementos falicos’; la urna que define como un
‘hermafrodita’ es indudablemente una figura ap&tri63).

These observations suggest that Mena was ascribing his own preconceptions to the
collection of the Salon Secreto and that the collection itself tells us more aboat M
than it does about the people who produced those artifacts. Rather than generating
“scientific” knowledge, these artifacts appear to have fed the votieusisxual hunger

of bourgeois male visitors seeking a different kind of knowledge. While some ancient
artifacts were used as the writing blocks for a national identity, othircéstivere

placed at the service of more unwholesome projects. This is not to say that the post-
revolutionary state’s national identity project was particularly wholesdmt Mena and
his Salon Secreto debased the figure of the Indian in a way that had not been
documented in the history of the Museo Nacional. Mena and his male bourgeois visitors
eroticized pre-Columbian Indians as they sought to write their own voyeuyliséisure

on the surfaces of these ancient artifacts. The museum as an institution of pladsure
already existed in the Naples Museum in Italy where a similar salon bacekbibited.
The salon, whose entrance was strictly prohibited to women and children, featured

117



Pompeian mural fragments picturing erotic scenes and clay pots and figaitegye
masculine vigor (ibid). It is possible that Mena could have had knowledge of this
exhibition and may have wanted to offer a “Mexican” version of the $ame.

The case of the Saldén Secreto shows how ancient artifacts served assdaanva
the narration of an occult version of the nation’s past. These particular adij@etar to
narrate a national history that reifies the judgments made by early ISpansiclers
regarding the cultural practices of Indians. Solis argues that, “Sin ningimgtitico,
el licenciado Mena acepta de manera literal las patrafias que los congesstador
espafoles escribieron acerca de las costumbres sexuales de los nativosrpeetitail
los actos contra natura, infamias que justificaron las atrocidades conecetndas|os
nativos del Nuevo Mundo” (62). Mena’s alternate narration of the nation’s past does
little to further the image of the nation that fhiedra del sokvokes. These conflicting
versions of the nation’s origins reflect the National Museum'’s, as weleagdte’s,
inability to reconcile the image of the degenerate Indian with that of the Ardse
warrior-king. These discourses regarding the place of the Indian within tbealati
narrative are disputed not only by the post-revolutionary state’s policies tdveand t

but also within the museum’s interpretation of pre-Columbian cultural production.

7 Solis surmises that this Salén Secreto was prolsithiydown soon after opening its doors due to the
scandal it must have provoked among conservatiye $vciety. He makes this conjecture based more by
inference than concrete documentation. Very ljtienary documentation exists on the Salén Secnado a
even less has been written about it by scholai$s Sonfirms its existence by a set of blueprirtthe

room that are archived at the Museum of Anthropplagd as well as a document describing one of the
artifacts exhibited in the collection. It is alsddresting to note that in the only study of thiembion that |
have found, Solis’ brief four page article publidlie a recent edition dirqueologia Mexicanghe author
provides no bibliographical information regardig few primary documents pertaining to the Salon
Secreto. | suspect that this reluctance to prodtails could be a way of discouraging scholarly
production regarding this embarrassing episodetif museum and national history; | find it diffittd
separate Solis arM from their nationalist agenda.
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Although Mena'’s collection does little to further the grand national narrative tha
thepiedra del sohelps narrate, it nonetheless sheds light on the process of writing the
stories that have shaped the national patrimony. While the spokesmen of the post-
revolutionary state called for the revitalization of a virile Mexicanucaltproduction,
this call must not be conflated with the sudden appearance Gathgo del Salén
SecretoFrancisco Monterde’s call for a virile Mexican literature and withvtrile
Mexicanness, does not translate into the glorification of ancient phallicweulpt
Monterde’s call for virility is a petition for the creation of a Mexican @t production
effective enough to evoke the spirit of Mexicanness among the country’s lesleoog
citizenry. For Monterde and the post-revolutionary state, virility is equatbdhe
achievement of a strong Mexican nation-state where order and praggegshe core of
its foundation. The phallic, particularly in the context of ancient Mexico, iSpirgtsd
as not only a vulgar display of sexual practice, but also as a symbol of the degenerat
Indian. The peculiar case of the stone phalluses also shows that in the same way that
Coatlicueproved difficult to integrate into the grand national narrative, these phallic
objects also failed to attain a dignified position within Mena’s museum. Agitach as
Coatlicueand the phallic objects were carefully guarded not because of their status as
sacred assets, but rather due to the need to restrict their circulation. -Bayréian
human body and sexuality were topics that appeared to compromise the National
Museum'’s vision of the glorified pre-Columbian Indian. Given the danger these artifact
posed to the production of an official version of history, these objects were uljimatel
kept out of public reach so as to not deflate the fantastic vision of the nation that was so

skillfully being woven in the other galleries of the National Museum.
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Rethinking the Museum and its Narratives

Through the use of pre-Columbian artifacts and the archaeological nartatwe
the National Museum helped promote, the post-revolutionary state found precisely the
image of national identity it sought to” mexicanize” the nation. However, thesten
which that national identity would be adopted can be observed within the narratives
written around major artifacts such as ghedra del sol, Coatlicuand theSalén
SecretoThese artifacts show that Mexicannassa national identity, although premised
on the existence of a great Aztec Empire, faced the challenge of overcomonts rudti
savagery and degeneracy associated with the Indian. The conflicting iddzedthaen
generated for centuries regarding the Indian battled their tensions dartensd clay
surfaces of these artifacts. While fhiedra del solvas quickly embraced as the face of
MexicannessCoatlicueand the “phallic” artifacts found in ti&alén Secretwere read
as representatives of the darker, irreconcilable side of the Aztec Efipose objects
intended to serve as irrefutable evidence for the existence of a great Mekgcan
nation, were the same objects that attested to the difficulties of imtegtta¢ Indian
into the modern Mexican nation.

As a cultural strategy utilized by the state for the construction of modern
nationhood, the National Museum was configured as an elite cultural institution. While
the museum was greatly responsible for generating an integrating image of
Mexicanness, it did little to reach beyond class and race lines. Though itweaNat
Museum continuously envisioned the origins of Mexicanness, it curiously enough left
out of that vision those citizens who did not already conform to the image of modern

nationhood. As an institution born from the fervor of Creole nationalism, the museum
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was not equipped with the resources to “nation” the masses. The museum limited any
possible negotiation between official meaning and oppositional politics to the $et

by governmental projects, as the cas€aétlicueshows. The constant condemnation of
the contemporary Indian, whether through the pagés®fle abajer La raza césmica,
was a point of tension that needed to be re-negotiated in post-revolutionary Mexico. It
would take another cultural strategy, one premised on a more accessible method of
visual narration, to bring about an Indian figure and with it a Mexican nation that coul

be accessed by the people of Mexico.
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[1l. Will the Real Cuauhtémoc Please Stand Up?: The Awakening of Many
Cuauhtémocs

El sentido de toda escultura no radica en su cualidad mimética, o en su
capacidad para imitar la carne viva, sino en su poder para encarnar ideas y actitudes. -
Sergei Eisenstein cited in “La historia en bronce” (81)

The experience of walking down the vast lawn of the National Mall in
Washington, D.C. is a vivid reminder of the monument’s discrete ability to tout the
values of Washingtonian conservatigRendition(2007), a film exploring the
controversial exercise of rendition in the post-9/11 era, narrates the impditginébi
political power through the cold and stoic marble of Washington’s most iconic
monuments. The Lincoln Memorial appears in the near horizon as Corrine Whitman, the
Central Intelligence Agency director played by Meryl Streep, orderadets to
kidnap and torture an Egyptian-born U.S. resident on his flight back from a chemical
engineering conference. In the following scenes we see an airplangp&hsaas it flies
past the Washington Monument and is seemingly absorbed by the tall obelisk, never to
emerge again. In a later scene his devastated American wife, a pregeant
Witherspoon, falls to her knees in tears before the imposing dome of the Capitol
building as it appears through the wall-sized windowpane of the House minority
building. Her devastation is the result of a series of unabated pleas she mhkes to t
Central Intelligence Agency director herself, who denies any knowlede chse, and
to the deaf Congressmen she seeks for help in returning her innocent husband. Though
uneasily silent, in each of these scenes the iconic monuments of Washingtoniamerge
the background as oppressive figures representative of unfulfilled Constitutional

guarantees. The triangle of power constructed by these three iconic monuimeais (
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Memorial, Washington Monument and Capitol Building) simultaneously incarnates the
excesses of a conservative government while representing the incorntyiflithe
promises made by the Constitution. The stoic monuments are then both tools of the
indiscriminant abuse of governmental power as well as careful listenerstaedsss to
the wishes and prayers of all passersby.

Though seemingly inanimate bodies gracing the most emblematic niches of the
city, monuments and the relationship established between them is oftentaoretiec
the urban setting imagined by the architects of poweRé&wditionso skillfully
portrays, Washington, D.C.’s Haussmann-inspired downtown can be experienced
through its monuments as both a rational city of open spaces and wide boulevards as
well as an asphyxiating reflection of the power structures that ofterttenexercise of
citizenship. Monuments are the pages of the storybook of the city and are aslessenti
the constitution of urban space as the complex arteries of freeways and timgHaddyr
sewage pipes. These colossal sculptures narrate multilayered studksave read and
enacted before the gaze of all passersby willing to listen. Their ingpsizie is meant to
maintain alive the official memory of a specific historical event or dterdrom the
pages of the city’s history.

Similar to the archaeological artifacts exhibited within the National Mus¢he
monuments of the city depict history in motion. The marble and bronze of these figures
constitute the historical infrastructure which supports the state’s own gtegipn of
national history. Mexico City’s El Paseo de la Reforma represents one of the bes
examples of how the monument is called upon to perform the state’s official history.

The long spinal column of the city was developed by Porfirio Diaz during his second
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administration (1887) through the erection of a number of monuments. The state’s
ideological invention of history was depicted through the Paseo de la Reforma’s
progressive chain of events beginning with the glorious indigenous past, the “dyScover
of the Americas, the War of Independence, and culminating with the Reform Movement.
The permanent monumentalization of the nation’s most prominent historical acsors wa
intended to emblazon the citizenry’s consciousness with a heroic and progresgjee i

of the nation. From the serene statue of Christopher Columbus to the pious figure of
Fray Servando Teresa de Mier, each monument was endowed with the task of enacting
the glories of the nation. The historical narrative constructed by the chain wwf publ
sculptures gave way to the nation’s most important period: the contemparary
mexicanafacilitated by Diaz himself.

Although the seemingly infinite chain of statues culminates with the
Independence Monument, most commonly referred to as “El Angel,” the naiepn’s
mexicands most contradictorily represented within the bellicose figure of Cuawictém
The last Aztec emperor’s cold bronze embodies both the nation’s appropriation of a
grand pre-Hispanic past exhibited through the prestige of an archaeologicajdagga
well as the state’s indigenismo, a kind of bandage for the open wounds of the national
body. The Cuauhtémoc Monument was intended to not only represent the heroism of
one of the nation’s founding fathers, but also to publicly tout the supposed end of the
racism and injustices suffered by the country’s large, present-day lpojaulation.
However, the Porfirian state appeared to enter a deep contradiction asptedténrid
the capital city free of any flesh and blood Indian presence. How could theaBorf

state champion the triumph pax mexicanavhile actually continuing to wage war
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against the figure of the degenerate Indian and with it its own Indian population? Why
then would a monument to an Indian be erected in a city modeled in intent and aesthetics
after the modern cities of Europe?

Despite the many questions raised by the strange erection of an Indian hero
among a long series of European and mestizo figures, the Cuauhtémoc Monument takes
on new significance during the post-revolutionary period. It is essential to begin a
discussion of Cuauhtémoc with the construction of the ideal city as well as ttiererec
of his monument in 1887 since it is during this time period that the last Aztec emperor is
for the first time brought to life through a clear set of aesthetic and mora
characterizations. The post-revolutionary government draws from the 1887 monument’s
romantic representation of the Indian to inform the nationalist discourse on nace. T
new post-revolutionary era brings with it not only a new Constitution, but also a new
ideology regarding the embodiment and exercise of citizenship. The news state’
discourse on mestizags the panacea for the fractured national family once again brings
into question where the Indian is to be located within that family. How can Cuauhtémoc
be venerated as a “benemérito de la nacién” if the foundation of the nation is the
mestizo, the whole rather than its fragments? What does the continued preskace of t
Indian within both the material and imaginary pantheon of the nation suggest about his
role within the nation-building project? Would Mexico’s Indian population ultimately
embrace the state-endorsed version of Cuauhtémoc, presumably their ancs&ntance

The role of Cuauhtémoc and his status as national hero take on new dimensions
when the remains of the last Aztec emperor are “found” by a rural farmeratebpan,

Guerrero. The sudden “embodiment” of Cuauhtémoc is telling of the monument’s ability
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to encourage the performance of nationhood even beyond the confines of Mexico City.
While the full consequences of this supposed discovery do not take effect until the
1940s, it is crucial to also ground this case within the discourse of the post-revolutionary
period whose grip continued to manifest in later decades. The possibilitggaderoots
nationhood represented by the new found Cuauhtémoc highlights the sharp break from
the post-revolutionary government’s romantic image of Cuauhtémoc as tleegssor

of a paternalistic and oppressive state. Although the remains of other colooial ac

have been claimed as found throughout tHe@tury, the peculiar disinterment of the
Aztec hero represents the monument’s unique ability to be appropriated andee-atrit

a grassroots level; in this case, the monument’s presence within the ndtionalis
imaginary ultimately evolves into the materialization of a body takingldwe pf the

first. Though the monument is erected by the state, it is often reified with tatima
meaning by those citizens engaging with either the physical statuacamitsn this

sense, the figure of Cuauhtémoc becomes a relic which is first summoned as a
monument by the Porfirian government to incarnate national heroism and decades lat
by ruralcampesinos the shape of a fake tomb to embody their own conceptualization
of imagined community. The case of Cuauhtémoc illustrates the processdiy whi
common citizens internalize nationalism on their own terms and beyond the diftates
the state. The Cuauhtémoc artifact, specifically his fake tomb, functionslkesnafor

the mediation cultural citizenship between common citizens and the Mexican state
Cuauhtémoc’s evolutionary embodiments ultimately show how notions of state and
nationhood fluctuated both during the post-revolutionary period as well as in the

populist period of the 1940s. But more than showing how these created artifacts change
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in meaning as they are appropriated by different groups, a study of the Cuauhtémoc
relics reveals the possibilities for political negotiation or cultur&enitship both within

and beyond the terms set by the post-revolutionary government.

Pax Mexicana:Writing the Ideal City’s Cartography

The purpose of national monuments is intimately intertwined with the design and
expansion of the modern city. This is a concept that Diaz understood quite well as he
attempted to write the ideal modern city within the confines of Mexico Cityteriaal
downtown. The monuraniathat flourished alongside the construction of public parks
and wealthycoloniaswas far from coincidental. The monuments that quickly sprouted
around the ordered rose gardens of the Alameda Park as well as those theat therat
country’s most memorable historical events along the cement-paved bldbksReH#seo
de la Reforma are themselves a testament of the relationship sharechiibv&atues
and the development of the city. Like flag pins on a map, monuments mark the locations
where the pedestrian gaze should stop and take in the view.

Understanding why a monument such as the Cuauhtémoc Monument acquired a
privileged place within the nationalist imaginary requires a critaz at the
development of the ideal modern city during the early years of ﬂﬁeéﬁury. Though
many monuments, including Cuauhtémoc, and various other public spaces had been
constructed during the close of thé"@®ntury, the years leading up to the independence
centenary (1910) marked the furious and heightened continuation of the expansion of
modern urbanization within a city hundreds of years old. The landmarks of yesterday

along with the architectural constructions of the day acquired new meanheayas t
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became part of not only the official historical narrative, but also part of ttmotékof a
civic religion.

But for that civic religion to thrive, a worthy urban landscape needed to come to
life as the binding holding together the pages of a textbook. During the 1880s, the urban
transformation of the city was inspired by developments made in ParisobgeSe
Eugéne Haussmann as well as the rise of garden cities. The new avenuegy b ci
modeled after the Champs Elysées, while the budding suburbs fused urban comfort with
the health and beauty of gardens. Gardens were so essential to the stylizagaritgf t
that homes along Reforma were required to keep eight meters of garden aroumtk the fr
facade (“1910 Mexico City,” Tenorio-Trillo 83). Of the elegant western pavteofico
City during this period, it can be said that “la ciudad multiplica prodigiosaneénte
ndmero de sus barrios modernos... las clases acomodadas han construido una verdadera
ciudad de atractivos chalets y residencias suntuosas al poniente de la poblagi’ (E
Barros 11). Mexico City, the western sector at least, was on its way to ingcam
Mexican Paris.

However, the Parisian-aspiring city was quickly undergoing urban partgitrea
city expanded from every cardinal point. During the 19b@s;os to the north east
such as Santa Maria and Guerrero were home to middle-class workers whée/the
developedoloniasMorelos, Diaz de Ledn and Valle Gémez were inhabited by
proletariats. The west was imagined for the sprawling urban middle lctasgh the
construction otoloniassuch as San Rafael and Limantour. Finally, the south-west
exploded as the city of wealth, style and power through the expansiolonias

Juéarez, Cuauhtémoc, Roma and Condesa,; the namesake appropriation of Indian heroes
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became fashion-forward although not the presence of their contemporary kin. These
were thecoloniasof the chic and modern where it was fashionable to be seen by the
urban elite. It is no surprise that the spinal column of the ideal city, the Paseo de la
Reforma, ran between thesglonias.As its name suggests, the Paseo was named after
the Reform Movement of 1855-67 which generated a new Constitution; drawing on its
name, the newoloniasof the Paseo were intended to reform the old city into a
cosmopolitan urban spacehe Paseo, surrounded by major landmarks such as the
Zébcalo, the Alameda and Chapultepec Park, was the pathway to follow through the
Porfirian elite’s ideal city. On the south side of Reforma, the ideal citydesicibe Rio

de la Piedad and twisted back into the downtown area. On the north side, the city limits
became blurred by wealthy haciendas and the countryside.

While the ideal city exploded just beyond the city limits, a less desirdble ci
continued to sink through the cracks of destitution. The renovation of Mexico City led to
the displacement of the city’s large Indian @adhpesingopulations. These
communities were pushed into the more neglected and impoverished parts of the city. |
quickly became clear, as John Lear has argued, that the design of the ydeglled
“ridding the centre of the poor [...] the Government wished to eliminate the presence of
the poor so close to the corridors of power and wealth and feared the problems of health
and morality” (130). In reality, two cities were contesting urban spatewthe city
limits of Mexico City. Rather than deal directly with the city’s chronic ptyyehe state
chose to “clean” the streets by pushing out the unsightly presence of the poor and
indigent. By 1906 architect Manuel Torres Torrija keenly observed the ris@ of tw

contesting cities:
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Entre el México oriental y occidental hay una défegia marcadisima; aquel vetusto, triste, angasto,
menudo tortuoso y siempre sucio, con callejas miigntes, plazuelas desiertas y anticuadas, psent
ruinosos, depésitos de agua pantosa y casas ifitsagiés de adobe, donde se albergan gentes nisgrab
éste por su parte, moderno, alegre, amplio, traaadwdel, limpio, con calles cuidadosamente
pavimentadas, parques frondosos, jardines y alasnpdaages en condiciones satisfactorias, y resaen
confortables, elegantes, algunas del peor gustogiertamente costosas, aseadas, importantes, y que
llevan el sello indiscutible de influencia modefg#d. in Trentini 64).

While in Europe urban reform was considered an issue of social reform and internal
security, in Mexico it was a matter of frontier expansion (Tenorio Trillo 86).
Urbanization was not only a local concern, but rather a project intended to tadte effe
throughout the country. In this sense, urbanization was intended to spread far beyond the
confines of the ideal city. The construction of the ideal city was not only conceized a
conquest over urban space, but also over chaos and backwardness.

The unchecked expansion of this civilizing panacea overflowed into the
surrounding countryside as well. A slow physical blurring of the distinctiondagtwity
and countryside was one of the effects of the Porfirian urban project as it aimed to
expand the city limits. Mauricio Tenorio Trillo describes this process by sigaWwat,
“In an 1870s José Maria Velasco landscape canvas of the Valley of Mexico, we can
clearly point out where the city ended and where the countryside began. By the 1910s,
the Porfirian ideal city had reshaped the old city, but had colonized (thcolayhiag
what was believed the uncivilised ‘emptiness’ of the countryside” (88). Hoyu&laar
Knight observes that it was really the Mexican Revolution which had initiated the
merging of city and countryside by bringing Indians and provincial elitesMieixico
City (“Revolutionary Project, Recalcitrant People” 233-5).

However, the unchecked expansion of the ideal city was challenged by the
presence of the city’s large Indian population. As much as the Porfirianetited to

present Mexico City as a modern, hygienic and cosmopolitan city, the Indian and
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campesingopulations incarnated precisely the backwardness and chaos which needed,
according to that same discourse, to be eradicated from the city’s fadthabeigh the
urbanization project led to the class-based division of the city, local authaaitesstb
successfully isolate the city’s Indian populations within the fringes of theTdiey

found their way back to the city center, especially around the vicinity of thiecitga
because this is where many were able to find work and conduct business. Indians were
often times identifiable by their attire consistingcafzén de mantandguaraches.

Influential Mexican diplomats proposed either prohibiting Indians from ciioglat

within the city center or dressing them properly. The problem was not only tiat the
were easily identifiable by their dress, but also that, “se conforman conmisagaun

calzén de manta para cubrir sus carnes, con unos guaraches para calzar sus pies... con
una cazuela de chile, frijoles y tortillas y una medida de pulque” (qtd. in Tendkwo Tr

80). The issue of modernizing the city’s Indian population was a problem that city
officials were intent on addressing first as an aesthetic problem. The ahage
campesineattired Indians transiting within the wide boulevards and ordered gardens of
the ideal city created a visual displacement which delegitimized ftirésetb modernize

the city. Indians were supposed to belong to another time and another place, but not to
the landscape of the ideal city.

As much as Mexico City attempted to join the wave of cosmopolitanism by
etching order and progress within the art-nouveau marble of the new Mexican Oper
House and the crisp green lawns of the Alameda Park, the Indian populations demaine
as a living testament of the movement’s shortcomings. Expelling these Indismthé

neat confines of the ideal city was not feasible since the functional neddsoitiyt
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required the service of servants and peons. To solve the dilemma, it was proposed that
they be camouflaged through the use of “modern” clothing. A number of Mexican
functionaries proposed, “Vistdmosla [a la poblacion indigena] y obligémosla a que use
pantalones y blusa y calzado” so that “para vivir tenga que trabajar” (qtd. in Tenorio
Trillo 92). In this way, the Indian problem was intended to be resolved by changing thei
dress and further submitting this population to the urban modes of production. Most, if
not all, aesthetic remnants of the countryside and Indian culture were supposed to
disappear through the adoption of Western attire. This move, coupled with the spread of
hygiene programs, was intended to be the final touch to the urbanization project which
had chiseled a modern and ideal city out of a crumbling colonial city.

Despite the shiny marble of the new state-sponsored buildings and the gilded
splendor of the national monuments, these structures constituted an urban mirage. The
architects of the ideal city were desperately chasing an image ¢ha¢d¢o vanish
whenever an Indian face unexpectedly appeared. These architects wali¢yiseeking
to construct a Porfirian version laf ciudad letradavhich quickly proved impossible.
Rather than looking to directly confront the social challenges posed by the Indian
population, the Porfirian state spent the first decade of the@ttury playing a tug of
war with them over full control of the ideal city’s contested space. While tioe stba
the ideal city represented an opportune stage for the state’s display ohityoaiead
cosmopolitanism, it also remained impregnated with the sights and smellsaottast
Aztec city of Tenochtitlan. While the state remained intent on preparing @lecidefor
the celebrations of the centenary which would be closely observed by the intefnationa

community of modern nations, the city’s Indian population continued to invade the back

132



streets of the historical center with thiggmguis(markets) and with a multitude of

sombrero-clad figures stretching in every direction of the ideal city.

From Indigenismoto Mestizaje Redeeming thepelado

As the Porfirian state recognized and commemorated the country’s Indian past
through the restructuring of the National Museum and the erection of monuments
dedicated to Indian figures such as Cuauhtémoc, it made every effort to lgmore t
presence of contemporary Indians. While the Indians of yesteryear wegaizsx as
the forefathers of the Mexican nation, contemporary Indians were considered to be a
most a weak shadow of their ancestors. The Porfirian elite venerated MeXatedts
civilization as their Greco-Roman equivalent of civilized culture. The greatrpgis of
Teotihuacan and the divine-inspired codices made of Aztec civilization a proud origin to
claim in the cultural war for nationhood. As Octavio Paz has so shrewdly observed
about the national appropriation of Aztec culture, “la relacion entre aztexsgmnioles
no es unicamente una relacion de oposicién: el poder espafiol sustituye al poder azteca
asi lo continda... hay un puente que va del tlatoani al virrey y del virrey al preSident
(414). It was not only Aztec civilization which the Porfirian state inherited, |batea
mode of government which concentrated absolute power in the hands of a few.

It was Diaz and his circle of positivist intellectuals who practiced a brand of
indigenismowhich had little if anything to do with the contemporary Indianldlak
Indian at a time when the state was reinventing the nation using the meamahics
infrastructure of modernity was be backward and ignorant. Alan Knight describes this

phenomenon best in showing that, “the dictator Diaz (‘an almost pure Mixtec’ Indian,
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according to one Mexican historian) was, to a contemporary, ‘of suppssioh]y
one-eighth Indian blood’ and, in fact, ‘probably all white’ (“Racism, Revolution, and
Indigenismor3). In this way, race became an optical illusion deployed for the
achievement of upward mobility. Before the Diaz administration, national h&woks

as President Benito Juarez and President Vicente Guerrero had undergonssagbroce
symbolic whitening. Juarez, a Zapotec Indian, is not remembered by historxias'sle
first full-blooded Amerindian president, but rather as the hero who helped overthrow the
French occupation and consequently restored the Republic. For post-revolutionary
Mexico, Juarez is not representative of the problematic degenerate Indieninistead

a founding father of the mestizo natibfihe Afro-Mexican revolutionary hero Vicente
Guerrero is rarely ever described in history books as anything other thatizponies

the last few decades, however, historians have begun to highlight Guerrere’s Afro
ancestry and the contributions of other Afro-Mexicans to the fight for indepentiemce.
the case of Diaz, his perceived whiteness was an accurate reflection lokthrg il
cosmopolitanism taking place in Mexico. Race became a relative categbopuld be

adjusted and manipulated, especially with regard to class. It was an illusienghat

! Art historian Stacie G. Widdifield conducts a clasedy of the figure of Benito Juarez in her boblke
Embodiment of the National in Late Nineteenth-Cgnliexican Painting1996). She closely analyzes the
changing figure of Juarez in late nineteenth-cgnpainting within the framework of Mexico’s searft
national identity. Widdifield studies the procedéultural mestizaje that can be read in the pagstof
Juérez, especially those where he is featuredhistiEreole wife Margarita Maza. She argues that the
union of Juarez and Maza, an Indian and a Cregiebslizes the mestizo nation that late nineteenth-
century intellectuals and politicians sought tostounct.

?In his seminal work on the philosophical genealofjnestizaje in Mexicoyéxico mestizo: Anélisis del
nacionalismo mexicano en torno a la mestizofiliaAdelrés Molina Enriquel 992), Agustin Basave
Benitez highlights the contributions of Afro-Mexitato mestizofile thinking in nineteenth-century
Mexico. InLa poblacion negra de Méxidd972) Mexican anthropologist Gonzalo Aguirre Beltran
compiles the serious first study of Afro-Mexicam&ldaheir history. Building from the work of Aguirre
Beltran, Marco Polo Hernandez Cuevas closely stutiie contributions of Afro-Mexicans to and their
ultimate erasure from the Mexican natiorAflican Mexicans and the Discourse on Modern Nation
(2004).
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found its way into policymaking. Porfirian elite, convinced of the superiority of the
white European, fervently sought to attract European immigrants to Meugto. Sierra
explained that they were needed “so as to obtain a cross with the indigenotwm race,
only European blood can keep the level of civilization... from sinking, which would
mean regression, not evolution” (368). The “whitening” of the nation was an essential
part of the neo-liberal goal of bringing about “order and progress.”

The contemporary Indian figured as an anti-national element requirtigléor
assimilation. More specifically, theeladq the urbarcampesinar Indian, was the
figure that most threatened the stability of the ideal city, a model of mod&mnthe

rest of the nation to emulate. Roger Bartra describes this figure best:

...es elpeladq que es una especie de campesino urbano- vapgaiddoja- semi-asfixiado por la ciudad,
gue ha perdido el edén rural y no ha encontratieria prometida. En gdeladoes recuperada la
horrenda imagen porfirista y novohispanaldpkerg esa plebe, el leperaje, que era vista por los
cientificos del siglo XIX como un pozo sin fondodeios, de animalidad y atavismos sanguinarios,
resurge a los ojos de la intelectualidad posrevmhacia como epelado(46-7).

All of the chaos and backwardness the state was so desperately trying to shake
from the national image of the Mexican, appeared exacerbated witlpeltdun a
displaced urban and degenerate Indian. Foreshadowing post-revolutionaryjejestiza
Porfirian intellectuals proposed education as one way of transformingxhiditure.
In practice, however, Porfirian indigenismo was more rhetorical than pradtged:
material manifestation was a statue of Cuauhtémoc in Mexico City ratimesdhaols
for the disadvantaged. This type of indigenismo followed a long genealogy of elite
discourses on indigenismo/mestizaje which appealed to Creole nationalism, butenad litt
to do with genuine social reform.

The state that arose from the ashes of the Mexican Revolution proposed not only a

sharp break from the authoritarian government of Porfirio Diaz, but also a cohesive
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discourse on the nation’s racial identity. While many of the indigenist&e ¢fdrfirian
regime proposed a gradual whitening of the population through the adoption of
European culture and immigration, the post-revolutionary state offered mesiizaj
unifying nationalist discourse. Although indigenismo survived the revolution and
continued to present itself as a racial discourse during the 1920s and 30s, it becomes
difficult to distinguish this discourse from the mestizo thinking of the same périod.
both discourses, the Indian element is proposed as one that is to be absorbed and
digested within Western culture; both schools of thought aim to culturally and
biologically de-Indianize the nation. However, the post-revolutionary state lolesthie
modern nation as one constituted by mestizo citizens whose cultural origins can be
traced back to the Aztec Empire. For this reason, | find it useful and accuragethe us
term mestizaje rather than indigenismo to describe the dominant racial emalnsit
discourse of the post-revolutionary state.

Although the prominent thinker Vicente Riva Palacio had already made an
explicit connection between mestizaje and Mexicanness in 1884, it was not until the
1920s that the Mexican state would also move to exalt mestizaje as the embodiment of
the national. However, the post-revolutionary state strictly defined thezmasthe
fusion between Indian and Spaniard. This definition of the mesttied Mexico’s
large Indian population, both urban and rural. The state offered Indians the possibility t
become mestizthrough the adoption of Western clothes, Spanish as their only language
and participation in social and hygiene programs. The invitation the state extended t
Indians was offered under conditions that made rejection difficult. For rurahidia

their de-Indianization was a prerequisite for their eligibility to keep traestral lands.
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In the case of urban Indianselados full recognition by the state required their
adoption of Western social mores and culture.

The long term effects of mestizaj@ls-Indianization efforts are most extensively
theorized in Vasconceloka raza cosmic#1925). Although he later turned against the
post-revolutionary state, specifically President Plutarco Eliag<élD24-28), his
seminal essay on mestizaje offers the most complete description of how this
racial/cultural term was conceptualized during this time. The only detailetie¢ms
the Indian in Vasconcelos’ view is that he is the remnant of an ancient Atlantic
civilization that flourished in the Americas. Again, it is the Indigrdstwhich makes
him crucial for the creation of the cosmic race. Vasconcelos clearlyiluestne future
of the Indian by insisting that, “El indio no tiene otra puerta hacia el porvenir que la
puerta de la cultura moderna, ni otro camino que el camino ya desbrozado de la
civilizacion latina” (25). However, the door to modernity is ultimately a negiuise
for the demise of the Indian. Although it would not be inaccurate to read Vasconcelos’
writings as the will of the state, they are useful in tracing the thealr&iajectory of the
Indian within the national mestizo imaginary.

While this new Mexicanness, defined in terms of mestipael homage to the
nation’s pre-conquest origins, it looked toward a culturally Creole future. Thbiggh t

certainly had severe implications for rural Indians, | am most concerneavitarthe

* Vasconcelos proposed mestiza# only as a nationalist project, but also as @ Raerican vision for

the progress and modernization of Latin AmericaaAgiest speaker at the 1922 Centennial exhibition
Rio de Janeiro, Vasconcelos presided over Mexig@sentation of a four meter high replica of
Cuauhtémoc. Before Brazil's President Pessoa, \festos claimed: “el bronce del indio mexicano se
apoya en el granito brufiido del pedestal brasileiimos bronce y nos aprestais roca para asentalo...
conjunto creador de una raza nueva, fuerte y glaridqtd. in Jiménez Rueda 112-121). In this imsta

the Mexican Cuauhtémoc is transformed into a tapBuauhtémoc capable of appealing to a broad Latin
American citizenry (Tenorio Trillo “A Tropical Cuatémoc,” 119).

137



effects it had on thpelado.He was after all the nuisance which Diaz attempted to push
out of his ideal city with very little success. The new post-revolutionargnegg

however, targeted this figure specifically in its war to conquer the nation through the
undisputed control of Mexico City. Though the rural Indian also had to be de-
Indianized, it was the urban Indian who was closest to the seat of power and who
transited the Haussmann-inspired boulevards without any regard for the sfatesd@
modernize the nation. The conquest offieadowas particularly conceptualized in

terms of planting in him a desire to belong to the national family. Thesesefjok the

form of Mexican muralism, an artistic movement encouraged by Vasconcelos, and the
civic evangelization taught in schools. Through a comprehensive army of teachers and
artists, the city’s Indians and children were encouraged to participatedn ci

communion with the state and the new national family.

As the figure of the Indian was glorified within school textbooks and even
worshipped in his proletariat form in the murals of Diego Rivera, he continued to appear
as an abstraction within the nationalist imaginary. While thinkers such asnéatos
proposed the ultimate demise of the Indian both through cultural de-Indianization and
biological dilution, paradoxically, the figure of the Indian was celetrasethe
autochthonous origin of the Mexican nation. A direct line was after all drawn between
the Indian past and contemporary national culture. The Indian element wad pgise
the defining element which set Mexico apart from other nations, but it was algaithe s
in the nation’s genealogy which had to be eradicated in an effort to make of Mexico a

comfortable nest for modernity to settle and propagate. It was a deeplatintnathat
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would unfold both in the battle for urban space as well as the war over the writing of
national history.

The abstract Indian had already been drawn a face during the Porfiriato through
the plumed Indian marketed by the Cerveceria Cuauhtémoc (fig.\6¢ll as the
monument to the last Aztec emperor himself. While indigengtel as Manuel Gamio
proposed to “forge...an Indian soul,” this ethereal element was succinctly captured in
the bravery and gentleness of the most heroic Indian in national history, Cuauhtémoc
(gtd. in Knight 77). He was not only an Indian, but more importantly the benevolent
founding father of the nation. While Cortés fathered the mesttion, it was
Cuauhtémoc who incarnated the patriotic heroism that modern citizens should emulate
when called to duty. But the monument’s representation of Indianess had little if
anything to do with the vilified Indian that Diaz and later the post-revoluticstaty
would try to eradicate.

Within the figure of Cuauhtémoc, two images of the Indian would ultimately
come into opposition. The idealized or abstract Indian that the bronzed statue of
Cuauhtémoc incarnated had very little to do with the contemporary Indpiaato
who threatened the stability of the modern nation. Although the statue of Cuauhtémoc
had virtually no resemblance to the contemporary Indian, the latter nelgefsgared in
both the urban and nationalist imaginaries which desired the first as a fourterg fa
Reading between the contours of the Cuauhtémoc statue reveals not only the
inconsistencies between these two representations of Indianess, but alsp ithe wa
which these two opposing images are crucial in narrating the Indian astigafion of

the nation.
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Inventing a Founding Father: Cuauhtémoc and the Writing of History

According to Bernardino de Sahagun, th® ¢éntury friar who launched the
writing of the encyclopediElorentine Codexit was ritually demanded oftkatoani as
he took the throne, “What will you do if in your time your kingdom is destroyed and
your splendor becomes darkness?” (338). Countless school textbooks and general
histories record Cuauhtémoc’s answer as one of stoic resistance and unmatargd bra
Francisco Lopez de GOmara’s version of the events that figuratively cadoniz
Cuauhtémoc as the Zeus of the pantheon of national figures was sanctifipéthiore
in generations of pictures and public speeches. It describes how Cuauhtémot, the las
Aztec Emperor, and his cousin Tetlepanquetzal were captured and tied by Cortés and hi
men. As their hands and feet were burned with oil, Tetlepanquetzal looked pleadingly to
Cuauhtémoc for the relief of confession regarding the whereabouts of the empute’s gol
treasure. The brave emperor is best remembered for uttering back the sewliria,

“Am | perchance enjoying a bed of roses?” (Gémara 275).

But Bernal Diaz del Castillo, who had the incomparable advantage of being
present during these events, recalls none of the grandeur associated wigathe g
emperor’s ultimate demise. According to the soldier’s account, there is nothing
redemptive or heroic about the scene: the men were tortured and eventuallyecbnfess
(410). From the viceregal perspective, both the heroic and pathetic accounts of events
were equally subversive, and representations of Cuauhtémoc were striatbfiednt
during the colonial period. In 1577 Philip 1l prohibited “... that on any account, any
person should write things which deal with the superstitions and ways of life which

these Indians had” (qtd. in Gillingham 562). As late as 1790, a play about the torture of
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Cuauhtémoc smuggled past the censors to a stage in Mexico City, provoked political
unrest and was quickly banned (Pilcher 14).

With Independence, Cuauhtémoc’s latent symbolic potential as a national origin
figure slowly began to unfold. The Independence hero José Maria Morelos invoked him
as the father of the independent nation in opening the Congress of Chilpancingo while
Fray Servando Teresa de Mier claimed direct biological descent from €oanht
Benito Juarez himself spoke of his “progenitor, Cuatimoctizin” (gtd. in Florescano 436).
Even within post-Independence Mexico, Moctezuma remained in the imaginary of some
writers as the only indigenous hero of the Aztec Empire. Writing in 1841, Fanny
Calderdn de la Barca appeared to ignore Cuauhtémoc in believing Moctezuma to have
been the last emperor (416). In his 1&52cionario Universal de Historia y Geografia,
José Ferndndez Ramirez referred to Cuauhtémoc as “forgotten” (Keen 414). A fe
decades later in Rivera Cambas’ popular histay gobernantes de México
Cuauhtémoc receives five mentions compared to Moctezuma’s twenty four. (3-29)
These fleeting and superficial references to Cuauhtémoc make of theoemp@nor
actor whose martyrdom has little to contribute to national history. But the attgma
unheroic raw material of Moctezuma'’s life held little possibility fomigeie-shaped into
a clear and awe-inspiring indigenous origin figure. Not only was national histoasl
the sum of a series of fragmentary scenes, it also presented the ide#@oftna
heroism” in a kind of vacuum. National history suffered the absence of a largeif¢han |
hero or figure representing duty and courage in action. Also, the recent Mexican
American War (1846-48) and its devastating effects both on the national teantbry

national morale made the need for a national origin hero even more pressing. As
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historian Paul Gillingham so succinctly describes, “Had Cuauhtémoc notdexiste
would have been eminently necessary to invent him” (563). And that’s precisely what
the Porfiriato and later the post-revolutionary nation did.

Although Cuauhtémoc was first invented as a novelistic literary hero during the
19" century, the best incarnation of the national hero can be found in his statue located
on Reforma. Although the first memorial to Cuauhtémoc was actually unveiled in 1869
on the Paseo de la Viga, | am here interested in analyzing the monument wdich wa
inaugurated by Diaz on August 21, 1887, the anniversary of the likely date of
Cuauhtémoc’s torture (fig. 7). While the first memorial of the last Aztqueeon
consisted of only a bust which was later destroyed, it is the 1887 bronze statue of
Cuauhtémoc which rose from an attempt to unify the nation, and also remains today as
the best aesthetic representation of how history remembers him.

After the expulsion of the French in 1867, the liberal intelligentsia believed
Mexico to have acquired true freedom. During his first year in office (187&, Di
decreed that a large statue of Cuauhtémoc should be raised in Mexico CiegsiBda
Reforma? Upon assuming office, the new president took up residence in Chapultepec
Castle at the western end of Reforma, and as he made his way to the city center

everyday he would encounter a large monument to Columbus. It had been recently

4 The decree of August 1877 actually called for &seuf four different monuments to national herdes:
Cuauhtémoc and the warriors who fought in the Cestjuo Hidalgo and theaudillosof Independence,

to Juarez and the authors of the Reform, and tagtema and the soldiers of the War of Intervention o
“the second Independence.” In compliance with therele, the Cuauhtémoc Monument was erected with
a bronze statue of the Aztec king and a base Wwamames of four chieftains who died alongside him:
Cuitldahuac, brother of Moctezuma and penultimatpenar who died of disease; Cacama, next in line to
Moctezuma, garroted by the orders of Cortés; Camtgdrother of Cacama and king of Acolhuacan,
hanged by Cortés; and Telepanquétzal, lord of Panphanged with Cuauhtémoc. The front panel of the
base summarizes the inclusion of the others watirthcription, “A la memoria de Quauhtémoc y de los
guerreros que combatieron heroicamente en defensa gatria, MDXXI.”
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erected in May 1877 by a private citizen, then residing in Madrid, who had
commissioned the project to the French sculptor Charles Cordier. It would be easy to
imagine that the Mixtec blood of Diaz, a staunch liberal and a hero of the war of
Intervention against the French, must have boiled at the sight of such a grand public
homage to the first European intruder. Perhaps a wish to rectify this misplaced honor
could have been a prompt motivation to erect a life-sized Cuauhtémoc just a few feet
down from the Columbus Monument. But regardless of Diaz’s primary motivation,
Cuauhtémoc was imagined as a symbol of Mexico’s triumph over foreign intervention
and of the national unity achieved by the liberal regime of the new head of state.

The base of the monument was designed by Francisco Maria Jiménez and Ramén
Agea, who aimed to incorporate motifs from several pre-Hispanic sites pngdrci
early example of neo-Aztec design on a large scale. The lower soclehrltes of a
sloped Aztec pyramid deocalliwith Mitla-inspired fretwork. The base’s mid-section is
decorated with pre-Columbian motifs, composed of a frieze with bronze appliqués of
Aztec shields, weapons, costumed figures, and a cornice of bundled laurel leaves in
European style. Inscribed on the sloped faces of the mid-section are the names of
Cuauhtémoc’s fellow warriors and its niches hold bronze trophies of Aztec weapons,
costumes, headdresses, musical instruments, and other decorations. The trophy on the
front of the structure includes a round shield with the national emblem, derived from an
image in theCodex Mendozal' he upper section includes the bronze statue of
Cuauhtémoc on a short pedestal ornamented with intertwined snakes, an attribute of
Coatlicueto whom Cuauhtémoc was devoted. The pre-Hispanic shapes and motifs

which characterize the monument contrast sharply with the neo-classicaifftren
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Columbus Monument, and constitute a Mexican architectural style rooted in the ancient
past.

Two dramatic narrative reliefs designed by Manuel Norefa, professm at t
National School of Fine Arts, and his student Gabriel Guerra adorn the sides of the
monument’s base. The compositions contain meticulous details of period costumes and
armor as well as vivid characterizations of historical figures basedustrallions in the
Codex DuranReyes 199-214). The first plague shows Cuauhtémoc brought to Cortés
soon after his capture and shows the moment when the emperor asks to be killed since
he is no longer able to protect his kingdom. Fernando de Alva Ixtlilxéchitl describes a

moving version of the event in Cuauhtémoc’s words:

Garcia de Holguin lo llevé a Cortés, el cual labigccon mucha cortesia, al fin como a rey, y @dec
mano al pufial de Cortés, y le dijo: ‘jAh, capit&@ yo he dicho todo mi poder para defender mi rgino
librarlo de vuestras manos; y pues no ha sido rhifia favorable, quitadme la vida, que serd mupjus
con esto acabaréis el reino mexicano, pues a madiy vasallos tenéis destruidos y muertos” (378).

Although this citation is not inscribed on the monument, it is performed in a solemn
manner recalling ancient Roman reliefs. It is clear that the ceairative of this

plaque is bravery while sacrifice is the theme of the second plaque. Thesecaelypr

the characteristics that both the Diaz regime and the post-revolutionarwisiaed to
foster among their citizens; when called to duty, citizens were to perforionathery

and sacrifices demonstrated by Cuauhtériblee second relief is more dynamic in
conception as it depicts the torture of Cuauhtémoc and his fellow prisoner (fig. 8). The

two prisoners are stretched over stone blocks as their feet are roastedesvélames.

® However, these sacrifices during the post-revohatiy period would take the form of blind submission
a paternalistic state and the abandonment of Irmiétare. It is no surprise then that citizensha tate
1940s would contest the post-revolutionary govemtraexcesses by redefining the significance of
Cuauhtémoc and his sacrifice.
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Crouching over Cuauhtémoc is the treasurer Julidn de Alderete, with a lust for gold
sparkling in his eyes. The moment when the king turns to the faltering prisongr to sa
reproachfully, “Do you believe that | am on a bed of roses?” is carefully eaptiar
addition to the accurately portrayed costumes and armaments, the reliefsctirevey
psychological tension in the exchange of glances among the charactersligéth r
have parallels in the literary and historical depictions of Cuauhtémoc that tafizest

the young king within the national imaginary.

Cuauhtémoc’s body is further idealized as he stands tall with a straigtlarus
frame. Such physical characteristics appear to imitate Greco-Romatsrandescarcely
reflect the typical form of an indigenous per§d@uauhtémoc is Indian in spirit, but he
is a flesh and blood mestizo. This incarnation of the last Aztec Emperor walgrecis
line with the indigenismo of Diaz as well as the post-revolutionary regvisén of
modern nationhood. Many $'&entury critics praised the sculpture for its appealing
blend of classicism and realism. Art historian Christopher Fulton shows that these
attributes, “were constantly quoted by nineteenth-century writers incthgarness to
commend the emperor’s physical qualities along with his moral attrjkaridslevate
him above the ordinary Indian, who in their view had fallen into a degraded condition”
(26-7). The statue’s feathered helmet and spear are the few objects wiagh tiee
represent the Indianess touted by the monument’s architecture; it apyadansy

Cuauhtémoc’s Aztec dress is all that is left of his Indianess. Althoughatisde can

® The stylization of Cuauhtémoc’s body also appeatsetanachronistically consistent with the testignon
of Bernal Diaz del Castillo: “Guatemuz era de mawtg disposicion, ansi de cuerpo como de faicipgpes
la cara algo larga y alegre, y los ojos mas panegui@ cuando miraba que era con gravedad que
halagiefios, y no habia falta en ellos, y era dé ddaeinte y un afios, y la color tiraba su mdtip anas
blanco que a la color de indios morenos” (389).
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best be described as mestizo, Cuauhtémoc stands as a Greco-Roman modehdresse
Aztec costume. Cuauhtémoc represented the mestizo subjectivity the cishenhy
incarnate along with the Indian courage they should emulate. The Indian element is
called upon to represent the ultimate sacrifice or martyrdom for the natiantivil
mestizo element comes to life as the country’s cultural present. The Cuaahtém
monument essentially reduces the idea of Indianess to a set of romanticiaéd mor
values, which have little relation to the contemporary Indian.

However, the beautiful and graceful statue of Cuauhtémoc was part of a broader
program of developing civic cults intended to legitimize the new government. The idea
was to have statues such as that of the young warrior king move citizens to plexige ci
allegiance to the nation-state. In his formal address at the monument’s 2ugu887
inauguration ceremony, Francisco del Paso y Troncoso best captured the pbwer of t

Cuauhtémoc myth:

Los buenos mexicanos que aqui estan levantaroe®st@a para ser un recuerdo de sus accionesagel g
sefior Cuauhtémoc no perdiera su patria si los otuagdanos no se dividieran; esto una ensefianza
encierra, que nos unamos, y que olvidemos nuesttaggias malquerencias: en presencia de este gran
caballero (el presidente) que nos esta oyendoasubs: ‘Defenderemos la patria que nos dejo
Cuauhtémoc, como él nos ensefig, con todo nuestmad@oconservaremos la union, la independencia
(gtd. inHistoria, Teja Zabre 85-7).

This appeal had special resonance with the public in light of the foreign invasions
suffered during the last half of the™8entury. By asking for disengagement from
“ancient disputes,” Paso y Troncoso also had in mind the mollification of divisions
within the Mexican polity, specifically between liberals and consenathde is also
careful in alluding to steps taken by the Diaz administration to pave over these

differences as national integration and progress was achieved.
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Though Diaz certainly aimed to communicate national unity through the
construction of a benevolent father for the nation, he also claimed a direct conreection t
the last Aztec emperor. His move to dot his ideal city with monuments of the nation’s
heroes intended to narrate the story of Diaz’s own moral predecessors. Freartdua
Hidalgo, Diaz traced his own ascent to power as the next chapter in the nationys histor
It is no surprise then that the grand Independence Monument was built withie precis
view of the balconies of Chapultepec Castle which overlook the ideal city’s spinal
column, El Paseo de la Reforma. The Paseo’s long train of monuments culminate with a
clear skyline view (albeit the smog doesn’t fog the landscape) of Chapuliapte, the
presidential powerhouse.

But not only does Diaz claim a direct lineage to the pre-Columbian past, he also
claims to inherit the grace and courage of Cuauhtémoc through the erection of his
monument. The monument itself links the mythical figure of Cuauhtémoc to Diaz and
his efforts for national unification. However, Diaz’s link to Cuauhtémoc does not
function in the same way that the post-revolutionary regime’s deploymentlofiina
contributes to national unification. Diaz appeals to Cuauhtémoc not as an Indian, but as
the warrior-king of a great empire. Diaz views himself as the inheritor bftbetmoral
attributes of Cuauhtémoc and the kingdom of the ancient Mexican nation. Unlike Diaz,
the post-revolutionary state appeals to the Indian to strip him of his culturatesacti
and convert him into the citizen of a modern nation. In the late nineteenth-century, the
Cuauhtémoc Monument functions as an artifact that attests to the relationsképrbetw
Diaz and the warrior king. Similar to tpeedra del soin the National Museum, the

monument offers a moving narration of a chapter of the nation’s official histofye In t
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absence of a disinterred artifact, the monument operates as a cretgetsammmoned

to narrate a story that is not to be forgotten. More tHaua de memoirea site created

for the preservation of memory as Pierre Nora has defined it, the monumentrarrate
story that is meant to be internalized making it a powerful cultural strafebg state.

At its essence, the state-endorsed monument is to be felt and believed, and not simply
remembered at its sight/site. The Cuauhtémoc Monument is the missing link that
connects Diaz to the heroism of the last emperor. While the disinterredtantiféahe
National Museum link the modern Mexican nation to the grandeur of the Aztec empire,
the created artifact associates the mythical feats of the histGriealhtémoc to the
nationalist agenda of Diaz. The monument incarnates a set of desired traits that
disinterred artifact cannot entirely be manipulated to communicate. &febered

this well as he overlooked the design of Cuauhtémoc and his incomparable heroism
sculpted in bronze.

As Diaz’s sculptors attempted to bring Cuauhtémoc to life, the state was
simultaneously deploying such created artifacts as cultural agentsaif soc
transformation. Education historian Mary K. Vaughan draws from the Gramscian not
of hegemonic process in arguing that the state does not dominate its subjectsttigoug
establishment of false consciousness, but rather utilizes official cudtaredte a
consensus of values and goals within a society (16). In this sense, the Cuauhtémoc
Monument is erected by Diaz in an attempt to tout not only heroism and courage as
values that all citizens should possess, but also to espouse the Indian as a foundational
element within the nationalist imaginary. The figure of Cuauhtémoc is conjuried dur

this time as one of the major seams shaping the nation’s cultural fabritieBut t
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interiorization of those national values would not be truly achieved until the advent of

the post-revolutionary state’s totalizing discourse on mestizaje. As theomevsize fits

all” discourse of national identity, mestizaje aimed to generate a coisseinsational

values among a heterogeneous populace. The created artifact version of Cuauhtémoc

was intended to serve as an irrefutable point of national and cultural commonality.
However, the figure of Cuauhtémoc was treated more as a religious figu@ntha

inanimate sculpture during the 1910 centenary independence celebrations andwevithin t

national textbooks published in the 1930s. In this case, the created artifact spéssede

monumentality as it begins to function much like a relic. Annabel Wharton defines the

relic as a “sign of previous power, real or imagined” (9). However, it is alsmmént

that stands in place of a lost fullness and consequently allows for the embrace of an

absent whole. | contend that the Cuauhtémoc Monument both in 1910 and in the years

immediately following the Revolution evoked not the loss of the original MeXiceins

perished with the demise of the Aztec Empire, but rather the loss of power,

autochthonous civilization, and prestige associated with its disappearange.tbeal

piedra del sqglthe Cuauhtémoc Monument was summoned by the state to represent the

lossof the first Aztec or Mexican Empire. Cuauhtémoc even performs this loss as he

holds in his lowered left hand a parchment spelling the peace offer from Cottiés tha

will ultimately reject. It is understood from the sculptured plaques decoratnggaise of

the pedestal that this rejection will lead to both Cuauhtémoc’s and the empinge de

While the disinterred artifact is deployed by the museum to narrate argghodal past,

7| use the term “original Mexicans” here to refethe ancient Aztecs. During the laté"i@ntury and
even early 20 century, writers often referred to the anciente&stas “Mexicans” in order to draw a
linguistic connection between the Aztecs and theamporary Mexican citizenry.
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the relic commemorates a loss while simultaneously gripping the intiagisaf its
followers in very real ways. Unlike the Cuauhtémoc Monument, none of the disinterred
artifacts of the National Museum were the object of so many paradistiéssand
publications during the first third of the 2@entury. The Cuauhtémoc Monument's
spiritual grip of the nation suggests that more than just another urban sculptuast the |
Aztec emperor was quickly becoming a popular cultural icon.

While not all citizens had access to the literary texts that narratedehethat
turned Cuauhtémoc into the most heroic of all the Aztec kings, the Cuauhtémoc
monument overcame that problem through the performance of that event; Cuauhtémoc’s
statue was sculpted to represent his courageous semblance just before his aapture. H
place on the high pedestal overlooking Reforma, made of Cuauhtémoc a larger than life
figure. The tall tale of his unmatched bravery made of Cuauhtémoc a figure as
inaccessible as Paul Bunyan or Johnny Appleseed. As the father of the post-
revolutionary nation, there was a need to physically locate the great heuhtéunac
outgrew his monument and it soon became necessary to access his remains beyond the
boundaries of the ideal city. The promises made by the Revolution were blown away by
the turbulent winds of the 1920s and the country’s Indian population was once again
faced with the paradox of exchanging its Indian culture for full citizenshippdsie
revolutionary state, far from showing benevolent paternalism, looked toward the
country’s Indian population to sacrifice their culture and way of life in the rdrtne
mestizo nation it equated with cultural modernity. Though the state neglecteq itskee
promises, Cuauhtémoc continued to thrive within the nationalist imaginary becoming a

representation of the post-revolutionary government’s unfulfilled promises. fiméhe
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years of the post-revolutionary period, Indians and mestizos alike wermuheteito
quite literally resurrect their own Cuauhtémoc in an effort to culturafigragheir set of

oppositional politics.

Finding the “Flesh” and Bone Cuauhtémoc: The Creation of a Fraudulent Merary

The problem of finding Cuauhtémoc is one that precedes the advent of the post-
revolutionary state. The near-polymath, Vicente Riva Palacio, variousiyated
Cuauhtémoc in a noveMartin Garatuzd, a history México a través de los sigloand
a monument. His initiative to find Cuauhtémoc within the country’s national cudtdre |
to an explosion of odes, plays, histories and speeches centering on the last Aztec
emperor. A brief list of the more notable authors who wrote about Cuauhtémoc between
1880 and 1910 includes Ignacio Altamirano, Alfredo Chavero, Rubén Dario, Manuel
Orozco y Berra, Francisco Pi y Margall, Manuel G. Prieto, JustocaSkrancisco Sosa
and Eduardo del Valle. It was rare to find a Mexican writer during this timelidhaot
have at least one work about Cuauhtémoc attributable to his name.

Although Mexico City’s Cuauhtémoc Monument proved to be the most effective
cultural machine in his canonization as the patriarchal origin figure of choicenlthe
thing lacking was a bodyGillingham describes this need as one where “Politically
significant corpses constitute, as anthropologists have noted, ‘a kind of chiarismat

stockpile™ (565). They were of increasing significance in lat& d@ntury Mexico

® The fetishisation of dead leaders’ bodies is arpatraniversal phenomenon that predates the age of
nationalism. Herodotus, for example, describesjtiest of the Spartiates to recuperate the bones of
Orestes as he was convinced by the oracle thatvissecessary to ensure victory over the Tegeas (
30). In the same manner, the body of Theseus veasdd, exhumed and returned in pomp to Athens about
four centuries after his death (Plutarch 24-5).
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where the language of Catholicism was appropriated to depict nationalisasults

parallels (and hoped for displacements) of the cults of saints. The bones of the

Independence heroes were ‘sacred relics;’ when they were moved tooN&ayict was

understood that they were travelling to ‘the altalagbatria’ (ibid). In such an

atmosphere it was perhaps unsurprising that an entrepreneurial man shoyltitattem

remedy the critical absence of the last emperor’s bones. But what wapgerbare

surprising was the identity of the entrepreneur in question. The tomb of Cuauhtémoc

was not the creation of that amorphous abstraction the state, or more preasaltg Vi

Riva Palacio. Rather, it was the work of a rancher from an isolated courdigewiho

made the obvious move to provide the missing link in the nationalist narrative.
Florentino Juarez was in many ways typical of the socially modnileheroclass

that dominated rural Mexico during the Porfiriato. He began as a rural labaher i

isolated and impoverished village of Ixcateopan in the mountains of northern Guerrero.

At some point between August 1891 and the end of 1893, Juarez inserted a body beneath

his parish church. With Cuauhtémoc’s bones placed in their tomb, Judrez concentrated

on fabricating the other pieces of the story. As a central piece of evidasce fikst

person account of Cuauhtémoc’s burial. Among the dark ink arabesques and erratic

spellings, the author claimed to have buried Cuauhtémoc beneath the Ixcateopan church

and proceeded to identify himself as Motolinia, the well-knowhdtury Franciscan.

The challenge of producing plausible early colonial papers was swiftly resghad b

authentic letter from the Archbishop of Mexico, which contained the all-pardongng li

‘This date | copied the ancient [illegible] as they were [illegible] 'di@&tlingham 567).
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By the early 28 century, the story was accepted in the area as something more than just
a local myth’

Though Juéarez gained very little from his fraudulent grave, he did manage
however to help locate a body for Cuauhtémoc, one far more malleable than higisculpte
embodiment, within the nationalist imaginary in the years after the postitievalry
period. Juarez was never able to convince the local authorities or the state dfingeart
his Cuauhtémoc, but he left behind a story which would be “unearthed” in the 1940s.
Although the post-revolutionary state had by the late 1930s been replaced by a populist
state, | find it crucial to step out of the confines of the 1920-35 time period to analyze
how Cuauhtémoc is ultimately appropriated and re-defined by both the citizend of rura
Mexico and Mexico City, by this time a distant shadow of Diaz’s ideal ciign leffort
to understand the Cuauhtémoc Monument'’s possible role in mediating the cultural
citizenship of the people of Mexico City, it is important to look at the years faltpwi
the post-revolutionary period. It was in the late 1940s that people aggressivadyeda
for the materialization of Cuauhtémoc’s body and with it their own representatioa of
national hero. While the post-revolutionary period would see the rise of a citizenry
clamoring for the resurrection of their Christ-like hero, it would not be until 1949 that he
would be bulldozed out of Ixcateopan'’s soil. But the Cuauhtémoc that would rise from
that tomb would come to dispute the beautiful mestizo Cuauhtémoc that graced the

modern streets of Mexico City’s Reforma.

? Paul Gillingham provides a detailed study of theabeopan Cuauhtémoc in his article, “The Emperor of
Ixcateopan: Fraud, Nationalism and Memory in Moddexico.”
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In 1949, Juérez’s grandson brought the forged documents to the attention of the
Ixateopan parish priest, and within days news reached the President and the front pages
of the Mexico City press. The timing was quite auspicious consideringhtnkte
1940s was a period of intense nationalist promotion by the governing'&litesas also
the peak of the so called “milagro mexicano,” which led to the country’s rapid eaonomi
expansion. The nationalization of Petroleos Mexicanos (Pemex) in 1938 by the populist
administration of Lazaro Cardenas placed Mexico on a rapid course towancfioteal
capitalist expansion. The terms of national assertiveness were no longesepgrema
crowded pantheon of national heroes, but rather on the careful monitoring of quarterly
GDP. News of the discovery of Cuauhtémoc’s supposed remains now had the potential
to lead to international embarrassment, rather than pride. As a newcomer to the
international arena, the world’s eyes were carefully watching M&xpolitical and
economic development. The state sought to live up to the name “milagro mexicano” by
catching up to the club of industrialized nations and not through the resurrection of a
five hundred year old national hero.

While the news of such a grand discovery quickly spread across the country,
President Miguel Aleméan remained uneasily silent about the matter gR&triateeral
agencies such as the Education Ministry, the Departamento del Distrit@al-edens,
and the army coordinated a wave of public ritual. Their success led to thetleclaf

1950 as the “The Year of Cuauhtémoc.” When the official INAH report was rdlease

19 Between 1947 and 1949 the ruling Partido Revohaim Institucional (PRI) published nearly a mitlio
free biographies of the nation’s heroes. Contemparaltural nationalism even verged on the
necrophiliac: a few years prior to the re-emergesfdbe Ixcateopan documents, archaeologists had
sedulously recovered the supposed remains of CangsheNifios Héroesthe six cadets who died
defending Chapultepec Castle in the face of thadmg U.S. troops in 1847.
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October 18 it damned the find by dating both the artifacts and documents to'the 19
century, and by disaggregating Cuauhtémoc’s bones into the fragmentary rehaains
adolescent, a young man, a young woman and two small children. As Presidedn Alem
continued to look upon the scandal in silence, the fragmentation of the last emperor’s
remains certainly brought new meaning to the term “body politic.”
It was at this point, that the image of Cuauhtémoc swelled beyond the neat and
predictable confines of the state. While the government did little in the way of
recognizing Cuauhtémoc’s fraudulent remains, what could not be denied was that the
Ixcateopan tomb was a new relic representing the values of a numbersobgiss
groups. While the “official” Cuauhtémoc was wrapped in a blanket of abstract
proclamations, Western aesthetics and Mexicanness, a much more compe#ing Azt
leader arose from the rhetoric of the Mexican Left. A left-windittoa which included
muralists and pro-authenticity academics used the public ceremonies toicioast
alternative, “dissident” Cuauhtémoc whose primary characteristiesineorruptibility
and anti-imperialism (Camp 125}.As the Partido de Accion Nacional (PAN) fought
back through the publication of images of a Catholic and hierarchically disciplined
Cuauhtémoc, rural Mexicans continued their pilgrimages to the tomb in Ixcateopan.
The many Cuauhtémocs that arose from the fraudulent tomb suggest that a
cultural negotiation began to take place between the official representatienAxtec
hero and the oppositional politics of those redefining his place, and in turn their own,

within the nation. For the left wing coalitions, the “dissident” Cuauhtémoc was a

" In February 1950 an unscheduled speaker violeatied the microphone at one of the few state-
sponsored commemorations of Cuauhtémoc’s sactdideliver an anti-Spanish, anarchic and extrerfte le
message. The explosion of this dissident Cuauhté&wes led Siqueiros to compare the last emperor to
Arab nationalists, the Viet Minh and Mao Tse-Tugur 347).
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manifestation of their desire for a socialist state wary of the dangerdustrialization.
In the case of the PAN, they launched a conservative Cuauhtémoc espousing free market
values. These oppositional visions of Cuauhtémoc not only diverged from the state’s
official representation of the last Aztec emperor, but also allowed &native
interpretations of the term “imagined community.” As Mary K. Coffey showse"“T
state then lives in and through its subjects, through their performances... and possible
means of identification...” (21). While the terms and conditions of that identification
varied from group to group, what remained constant was their association with the
foundational hero. The left wing and right wing groups pledged allegiance to the nation
through the figure of Cuauhtémoc, but they did so by negotiating the values that he and
the nation represented to each.

While it can be argued that the people of Ixcateopan also communed with the
nation through the fraudulent Cuauhtémoc, the “ancient” remains ultimatelydiefine
their regional identity; Ixcateopan came to be known nationally as thesie
Cuauhtémoc’s remains were found and the town'’s residents also identified tremmsel
as the descendents of Cuauhtémoc. The fraudulent tomb was immediately turned into a
relic upon the disinterment of “Cuauhtémoc’s” bones placing the small town of
Ixcateopan on the cultural heritage map. During the years after the filtateopan
found itself on the forefront of the country’s heritage industry; the residents of
Ixcateopan essentially gained a national and regional legitimacy dldeybt
experienced before. Not only did this change in status bring Ixcateopan to tiemtte
of the federal government, but it also brought in a significant influx of econaoudly

through tourism and increased federal aid. However, the fraudulent tomb belonged first
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and foremost to Ixcateopan. Not only did the Juarez papers allege that Ixcatespan wa
the ancestral land of Cuauhtémoc, but they also pointed to the small town as a sacred
place within the region. In this way, the Cuauhtémoc tomb was a relic that belonged to
Ixcateopan and allowed its people to negotiate their regional political infli€nee

advent of a new Cuauhtémoc relic, however fraudulent, led to a renaissance within the
political and cultural life of Ixcateopan.

Though public and political interest in the cult of Cuauhtémoc eventually waned
in the subsequent decades, what is perhaps most interesting about the search for the las
emperor is the role of groups other than governing elites in the construction ichiex
nationalism. As playwright Rodolfo Usigli has called Mexico, it is “a country irciwhi
tradition seems a daily intervention” (11). The re-engineering of Cuauhtémage
throughout the early 0century provided the necessary skeletons on which the flesh of
a national identity could hang (fig. 9). But as one villager observed, “Everybodd.. t
to get something out of [Cuauhtémoc]” (gtd. in Gillingam 582). Although Cuauhtémoc
was quarried by elites, he was ultimately reshaped by peasants and lauisedfuany of
the many participants in the search for Cuauhtémoc’s body can be judged siliatessf
is not the elites, but rather those at the grassroots level. The Juarez fdrgihte well
as a result of Cuauhtémoc, and Ixcateopan received development funding and enjoyed a
newfound political prominence. No commission report can change that, and irrespecti
of what one villager of Guerrero remarked as “the quantity of foreign idiots who have
written that [the tomb] is a fake,” Cuauhtémoc will always be buried istéopan

(584).
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A Cuauhtémoc for all Citizens

Although the Cuauhtémoc Monument at the turn 8 d@ntury stood as a mute
and stoic representative of the bourgeois ideals framing the ideal or mogiethecit
emperor's wide appeal led to the search for a body. Just"aehfury liberal thinkers
found it necessary to invent an Aztec father, so did common citizens find it crucial to
locate Cuauhtémoc both within the geography of the national territory assvie a
vastness of the nationalist imaginary. Whether as an instrument for poltntedlcor as
another member of the pantheon of saints and heroes, every incarnation of Cuauhtémoc
appears to have had something to offer almost everyone. Fulton describes the evolution
of Cuauhtémoc as one where, “[his] imagery stressed national integration xgt¢hee
of community and shared benefits...and while it [Cuauhtémoc imagery] promulgated
republican ideals, it also commended a style of leadership which validated thetautocra
power of Mexico’s presidents, and appealed to a bankrupt nationalism...” (46).
However, amidst the regional and national drama generated by Cuauhtémoc’'susumer
resurrections, it is easy to overlook tampesinogpeladosand even bourgeois citizens
who participated in making possible each of Cuauhtémoc’s re-awakenings. The common
citizens’ insistent attachment to the image of Cuauhtémoc can hardly bibekss the
product of a “bankrupt nationalism.” With every subsequent incarnation of Cuauhtémoc,
the invitation list to form part of the national family became longer and more élivers
Every search for Cuauhtémoc broadened the reach of Mexican nationalism, allowing
citizens to imagine and commune with the nation on their own terms through the figure

of the last Aztec emperor.
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While the scope and grip of the image of Cuauhtémoc is exceptional among the
pantheon of statues lining Reforma and the long list of historical actoragtaei
pages of national history books, it is crucial to understand Cuauhtémoc’s many
transformations as part of the on-going search for modern nationhood. Similar to the
way in which common citizens began to control and transform images such as
Cuauhtémoc’s, so did nationalism become internalized beyond the parameters of the
state’s dictates. Through the created figure of Cuauhtémopetipeof Mexico City
looked toward a rural village not to subjugate it under an exoticizing eye, but rather, to
venerate it as the location of a national patrimony. However, just likeethdosvho
refused to submit to the protocols and rigid confines of the ideal city, mestizo aaal Indi
citizens alike insisted on venerating their own Cuauhtémoc and on communing with
their own conception of Mexican nationhood. With the rise of every Cuauhtémoc, the
state’s oppressive and totalizing vision of the Mexican nation was replacedfaith a
more tailored conceptualization of the nation, one meeting the needs of heterogeneous
communities.

As fraudulent as the Cuauhtémoc tomb and the subsequent affect between
Mexico City and the far away village of Ixcateopan may appear, it is noanore
invention than the narratives recited by the artifacts within the Nationalutusethe
urban and progressive nationalism endorsed by the state. Beyond the smoke and mirrors
of the state’s production of cultural nationalism, what remains are imdgels gan be
shaped, re-shaped and reified with new meaning with every view. And it is perhaps here
where the real power of the monument or relic resides as it is appropriatetely va

audiences to fill different sites of absence. Although the monument, in the case of
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Cuauhtémoc, brings about the national community desired by the residents of Mexico
City, it is necessary to look to another incarnation of the invented artifact for an
understanding of Mexicanness that transcends both the geographical borders of Mexic
City and the Mexican Republic. The case of Cuauhtémoc illustrates how theteside
Mexico City and Ixcateopan internalize their own version of nationalism, but intorde
answer the question of how other people of Mexican descent commune with the nation
we must look to artifacts that circulate alongside the transnationalttnyj@f people of

Mexican descent.
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IV. The Faking of History and the Making Mexicanness

Suspensién del animo: la masa de piedra enigma labrado, paraliza nuestra mirada. No
importa cual sea la sensacion que sucede a ese instante de inmoralidad: admiracion, horror,
entusiasmo, curiosidad— la realidad, una vez mas, sin cesar de ser lo quesesmasstra
como aquello que estd mas alla de lo que vemos. Lo que llamamos ‘obra de arte'— designacion
equivoca, sobre todo aplicada a las obras de civilizaciones antiguas— no es tal vez sino una
configuracion de signos. Cada espectador combina esos signos de una manera distinta y cada
combinacion emite un significado diferente. Sin embargo, la pluralidad de signifieados s
resuelve en un sentido Unico, siempre el mismo. Un sentido que es inseparalsientield—

Octavio PazLos privilegios de la vista

A walk through the interior of the towering Aztec pyramid reveals a colonial
plaza filled with folkloric music and a gallery showcasing artifacimfdifferent
periods of Mexican history. Modeled after the actual Temple of Quetzaétoat!
Teotihuacan, the inner walls of the pyramid depict quaint murals of a lush and tropical
Mexican landscape under the perpetual twilight of a dark blue ceiling dottetheit
sparkle of protruding recessed lights. Even before the illusion is broken by the
unnaturally blinding light of the “twilight,” the waves of small heads beasitg f
Mickey ears quickly remind the visitor that this is indeed Epcot Centemdar|dlorida
and not the rustic cobblestone streets of San Angel, Mexico City.

However staged, the illusion of this charming vision of Mexico insists on
embedding itself in the memory of the visitor as alluring depictions of Mexicarewom
parade the screens of the Gran Fiesta Tour boat ride. As the only ride insigiathiel p
or Mexican Pavilion, the Gran Fiesta Tour features Donald Duck, Panchito (eaviexi
rooster), and Joe Carioca (a Brazilian parrot). The gentle boat ride drqgsgdamid’s
mysterious lagoon corners around a giant Olmec head and a holographic mural of an
exploding Popocatepetl volcano before enteringytihha fiestaadventure. The ride is

based on the Walt Disney 1944 animated film “The Three Caballeros” which cemters
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Donald Duck’s adventures across Latin America. Donald’s good friends, Panahito a
Joe Carioca, serve as both his tour guides and saviors as he strays into the arms of
seductive Latin American women. Clips from the film serve as the narratitieef Gran
Fiesta Tour boat ride while mechanical figures of mariachis simulayengltraditional
Mexican music. The ride takes the visitor to Mexico City, Acapulco, Manzanillo,
Chichén ltza, and Isla Mujeres; the grand tour of Mexico is accomplishest inrjder
eight minutes through a showcasing of scenic landscapes and women. The final
moments of the boat ride linger before the scenegoda fiestapacked with more
mechanical mariachis than one can count as well as mechanical figusesidres
traditional attire representing Mexico’s various cultures. As the firelbrks explode
somewhere in the staged distance, the mechanical peoples of Mexico suddenlygo out |
inebriated chaos as they chase each other in circles around their fixedhii@lBonald
and his feathered friends singAtios amigosCome again!”

Thegran fiestafun continues as the visitor exits the ride to enter the pyramid’s
Mexican marketplace. A number of carts attended by Mexican women coveazhe pl
Dressed in airy, romantic off-the-shoulder blouses paired with long flowintg,skie
attendants help visitors try @ombrerosvhile answering questions about Mexico. The
young attendants work selling Mexican trinkets and souvenirs for the Disney
Corporation, while they themselves stand in for the living, breathing Mexican souvenir.
Following the Disney Corporation’s strict policy of “importing” authentic omais for
Epcot Center's World Showcase Pavilions, it is no surprise then that children and adults
line up to take pictures with the lovedgiioritasDisney’s Mexican Pavilion is not only

an American representation of how Mexico is viewed north of the border (or perhaps
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more specifically Walt Disney’s own vision of Mexico), but also a simulation of a
“safe” encounter between Americans and Mexico. The Mexican Pavilion ishfte
showcase of charming, English-speaking Mexicans selling maracasraing sequila
— a distant image from those paraded in the American media of beheadings in Ciudad
Juérez and petty muggings on the filthy streets of Mexico City. This visionxitMs
one sanitized and presented for the delight of American consumers.

But this caricaturization of Mexico is not an invention of the Disney Corporation
since its origins can be traced to mid"™x@ntury American and European media and
travel literature depictions. During the last third of th& t&éntury especially, as Porfirio
Diaz marketed the country abroad, Mexico became a popular haven for rogue explorers
and amateur archaeologists. Following in the steps of the early Alexander von
Humboldt, many foreigners invaded Mexico with dreams of digging up Aztec and
Mayan treasures that would presumably turn them into very wealthy men.Ihtiesea
Joneses pioneered a frantic race to uncover the stone idols and gold treasures of ancient
Mexicans. Amateur archaeologists such as the French Désiré CharnayteABgnit,
and the American William Henry Holmes, extracted knowledge of Mexico notitsom
people, but rather from the cold and shiny stones extracted from the ground. With every
ancient and contemporary artifact retrieved and collected, an idyllic aachgienage

of Mexico became reinforced abroad. These artifacts quickly circleddaHd and even

! Though he was born Mexico, Auguste Genin was rasetleducated in France. As an adult, Genin
arrived in Mexico to manage his family’s explosiwesnpany. While there, he spent much of his spare
time unearthing and collecting Aztec and othergedous artifacts. In 1922, Genin donated a phdstional
showcasing his collections to the U.S. National &us. The album contains 37 photographs and several
descriptive narratives taken and written by Genliiclv boast his vast collection of native artifadtee

album even includes a photograph of his China radmich showcases vases, robes, and fine porcelain
from the Far East. Photo albums such as this @aglglreveal the artifact fascination which motegthe
crude archaeological endeavors of the time.
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found places within major world museums as authentic representations of Mexico.

Although it would seem that only authentic artifacts could produce authentic

representations of Mexico, many amateur archaeologists came sptogus artifacts

that also generated authentic representations of the country and its people. In this

chapter, | argue that spurious artifacts can produce a representation o khexi

sustains the construction of Mexicanness both domestically and abroad. It isttreug

creation of the spurious artifact, that collectors, amateur archaeclagdtartisans

create an authentic representation of Mexico which escapes the controstait¢éhe
Considering the influence of foreigners, particularly archaeologistsxaharers,

a comprehensive study of Mexican nationalism must include a discussion of how

Mexico circulated abroad during the final years of th8 déntury and the early decades

of the 28" century. Although my study so far has centered on the deployment of

Mexican nationalism by the state during the 1920-1935 period, | find it necessary to

anchor my discussion of Mexico’s representation abroad on the decades prior to the

eruption of the Mexican Revolution. In many ways the Revolution interrupted a process

of representation which began long before the armed forces exploded. Archaeology

would not be resumed in Mexico until the 1930s and it is for this reason that | find it

indispensible to step out of the chronological bounds of prior chapters in order to trace a

phenomenon that began to take shape at the turn of theeBury? It was during this

time that a lasting representation of Mexico began to take form, particuldh i

?In The Enormous Vogue of Things Mexican: Cultural Rea Between the United States and Mexico,
1920-19351992), Helen Delpar studies the role of Mexicawark in mediating the cultural and political
relationship between Mexico and the United Stdtd® this dissertation, her work also focuses an th
Mexican post-revolutionary period. Parting from paafs work, | step out of the chronological bounds
the post-revolutionary period to trace the origifithe cultural phenomenon which she analyzessifuit
articulation in her book.
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United States. A film such as “The Three Caballeros” is a clear tiefleaf the United
State’s view of Mexico as a land of banana plantations and dancing Carmen Mirandas
However, this chapter aims to study the images of Mexico that circulatgdgthe
explosion of American tourism in that country which slowly altered the way inwhic
Mexicans viewed themselves.

In this chapter, | study how Aztec artifacts, specifically spurious@artifacts,
during the 1885-1901 period served as a means of knowing Mexico and its people. The
spurious, or fake, artifact, which eventually circled the world, was collecineinted
by archaeologists, entrepreneurs, investors, and Mexican artisans. Arnsaofalys
fake artifact within the Mexican context reveals a complex web of plajlers
contributing in some way to the image of Mexico within the American imagiBary.
tracing the circulation of the fake artifact alongside the transnafioma of capital, |
will show how a study of transnational Mexicanness can help us re-think questions of
nationhood and cultural citizenship not only within Mexico, but also within a U.S.-
context. | contend that the expansion of transnational capital markets during this
historical period fused the U.S. and Mexican economies, creating a mutual deggende
on the supply and demand generated in each country, to the point of blurring the
geographical borders separating “Greater Mexico.” An exploration of thggrgehical
blurring necessitates asking:  how does this transnationally produced imagaad Me
differ from the one promoted by the Mexican state during this time? What doekehe fa
Aztec artifact accomplish that the genuine Aztec artifact cannot? Howrdméatsonal
capitalist processes produce Mexicanness? How does this particuéant &difitribute to

an image of Mexico that can be owned and claimed by people of Mexican descent on
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both sides of the border? I will trace these questions through a comparativéesasfalys
the Mexican state’s deployment of genuine as well as dubious Aztec adif#loes1901
Pan-American Exposition at Buffalo and the presentation of similar astifgche
Orrin Brothers at the 1885 Aztec Fair, a travelling show of Mexican peefsrand

antiquities that circulated through the American Midwest and New Englaad ar

History in the Faking

However, before discussing the influence of the spurious Aztec artifinetsat
World’s Fair-inspired expositions, it is first necessary to bear the questhy is the
fake artifact problematic? Pre-Columbian Art History specialidtdtdPasztory captures
the problem of the false artifact best in summarizing, “To discover that a fanewasis
fake is to stumble upon an obscenity— like a famous person playing with feces or
interested in necromancy. The transgressive object falls immediatelipéndmé zone
that Kant felt could never be aesthetic— the disgusting” (159). But before suche®rger
fall from grace, they are intensely loved by collectors and museum cuitoite it is
true that Aztec sculptures were the best known ancient Mexican artifaictg the final
years of the 19 century, it is also known that there was an ever growing market for such
antiquities that actively catered to the tastes and fancies of wealtbgtors. In fact, it
is now understood that many of the Aztec masks held at the British Museum and the
Aztec crystal skull of the Smithsonian Institution are embodiments of Wesséerataa
particular time. Though these artifacts tell us little about the peoplatbagtended to
represent, they do serve as texts where we can read the fantasies and oftdrese

who created and collected these objects.
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Although spurious artifacts are now appreciated for their documentation of the
trafficking of cultural objects, this appreciation was not always expadsg early critics
of this trade. William Henry Holmes, honorary curator of the U.S. National Museum
(today known as the Smithsonian Institution), expresses grave concern regjaeding
proliferation of fake artifacts within the collections of major world museumthe
1889Annual Report of the Board of Regents of the Smithsonian Instjttiodmes
denounces the problem in an article titled, “On Some Spurious Mexican Antiquities and
Their Relation to Ancient Art.” He claims that three-fourths of the coppectdbhand
one-third of the stone artifacts in American collections, including those of the U.S.
National Museum, are fraudulent. He goes on to highlight the fact that theaviexi
artisans producing these frauds not only produce copies of original artifactsdut al
invent and produce their own designs. Holmes goes on to complain that these original
designs pay little attention to the style and motifs of authentic Aztéacsti

Holmes’ indignation about what he calls “bastard art” appears to focus on a
frustration geared not so much toward collectors, but more aggressiveld tbnvar
Mexican artisans producing these objects (331). He not only complains about having
been swindled out of five dollars at San Juan Teotihuacan for an object that turned out to
be fraudulent, but also tells that, “The dealers do not hesitate to assign dedalitecs
to the ‘relics’ and to give circumstantial accounts of their discovery, notaittismg the
fact that no such ware is ever found in the locality” (323). Not only are these objects not
dug out of the ground, but their sale is accompanied by elaborate narratives about how
and where they were found. Holmes cites the French traveler and archaeddsgist D

Charnay in his workes Anciennes Villes du noveau mondhere he also complains
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that, “The fabrication of these pieces goes back as far as 1820 or 1826. This grand hoax
was conceived in Tlatelolco street, and the fortunate inventor must have made his
fortune thereby, to judge from the immense number of vases dispersed by him” (36). In
this way both Holmes and Charnay point toward the dubious Mexican artisans from the
slums of Mexico City as the culprits responsible for spreading the pandetiasha
resulted in the infestation of fakes within the important cultural collectbtise world.

While these Mexican artisans are indeed partly responsible for the rapid sprea
fake Mexican artifacts around the world, Holmes and Charnay are short sigtitent in t
analysis of the role of these artisans. In his lengthy article, Holmésoks
emphasizing that the reason that entire schools of artisans exist for the prodtcti
spurious objects is because of the exigent and widespread demand for sacts.artif
Anthropologist Jane MacLaren Walsh of the National Museum of Natural History
explains that there were actually few authentic artifacts found in tiadin Mexico
during this time and that artisans began supplying “artifacts” to meet ¢éne/toeiming
demand for things Aztec (interview). European and American explorekeéldo
Mexico during this time with the aim of amassing their own pre-Columbian treasures
These demanding travelers often overlooked stone sculptures in favor of crystaleand |
carvings which adhered to their own ideas of beauty and value. Walsh explains that
artisans often imported jade, a material non-native to Mexico, from China for the
purpose of carving these stones into Aztec artifacts. Collectors and d@alglsshad to
ask for the kind of Aztec artifact they wanted, and it was quickly produced oneghtsstr

of Tlatelolco for wealthy customers. In this way, the production of fake egif@as not
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only the product of creative and complying artisans, but also the work of fanciful

collectors.

Mexico for Sale: The Pan-American Exposition, Buffalo

As demand for things Aztec grew abroad, the demand also exploded domestically.
Not only did foreigners living in Mexico feed the insatiable demand for Aztéacist,
but the Mexican state also became increasingly interested in calscich objects for
its own museums and World’s Fair Pavilions. As the World’s Fairs gained poypaliarit
the end of the 1®century, the Mexican state sought these platforms as one way to enter
the international scene of modern nations. While Mexican President Porfirih&daz
already successfully deployed the Aztec artifact within the gadledf the Mexican
National Museum for the purpose of singing national glory in a country whose cultural
identity was still unclear, he now intended to use the same artifact to nielostuntry
abroad as a place of exoticism and natural wonder.

Though Mexico participated in many World’s Fairs, one of its most successful
international appearances took place at the Pan-American Exposition, Buffalo 1901.
This particular exposition is a useful point of departure that will help better to
understand the innovation and accomplishments of the 1886 Aztec Fair which toured
exclusively in the United States. The exposition’s emphasis on Pan-Americ
collaboration reveals not only the already tenuous relationship between Meditizea
United States, but also Mexico’s struggle to shake itself of the image of bbdclesa
and underdevelopment that Diaz was so anxious to replace. The Pan-American

Exposition was Mexico’s most accomplished and thorough attempt to perform
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modernity and to stage its “self discovery” in the interest of promoting a costaopoli
image.

True to its origins within a tradition of World’s Fairs, the Buffalo Exposition
emphasized access to resources and new markets in Latin America. Theaxposi
directors were sure to announce the promise that fhe&@ury would be “an age of
American dominance in international affairs” (Rydell 128). While pavilioosfalmost
every region of Latin America paraded the Buffalo Exposition, Mexico’squaation
was one of the strongest Latin American presences that year. In tettmesmdividual
Mexican exhibitors who won awards, Buffalo was Mexico’s most successfuhpeese
(Mexico at World’s FairsTenorio-Trillo 315). The Mexico Pavilion, though carefully
designed in Aztec architectural style, dedicated most of its displays toothetpn of
Mexico’s cultural and technological advances. Diaz’s collaborators magléosuresent
Mexico as an up and coming member of the club of modernized nations. The Buffalo
press captures best the image of itself that the Mexican state strove to@epic
Buffalo newspaper offers accolades by describing Mexico’s exhibition@gndowed
with “the dignity that is a heritage with the people of Spanish blood and training, and
with a pride born of the consciousness of a part well-played and enthusiastically
applauded” A Few Facts about Mexictl7) (fig. 10). Another newspaper congratulates
Mexico’s presence at the Fair by expressing that, “These commissaraats
gentlemen, who in their own country hold high positions and rank and, with what today
has come to be known as ‘the true Mexican spirit,” have left no stone unturned to make
their display one of the finest and as up-to-date as is everything in moderoMexi

(126). Though modern Mexico was certainly represented through the agricaitdral
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manufacturing advances of production, the “true Mexican spirit” was mosgstr
depicted through the use of the Aztec artifact (fig. 11). While these tstifextuded
collections of clay pots and stone idols, others included Aztec pictures in water colors
and even Aztec seats. Similar to what was already occurring with theegbdh of
spurious Aztec artifacts in the slums of Mexico City, objects of modern productien w
christened as “Aztec” for the purpose of authenticating a particulanvagiMexico.
Though the object here was not necessatrily to sell dubious artifacts to wealthy
collectors, the aim was certainly to attract investment and trade to aycushtrecently
opening itself to global capital markets after the political chaos of theliRievo

While the Mexican Pavilion’s collection of things Aztec entertained theuwsiri
gaze of investors and other thrill seekers, the Mexican Village concegsson
responsible for reeling in the passersby. Advertised as “The StreetxizgblV¢he
display featured “Aztec” people performing the “racial customs” andrnp@stcommon
to daily Mexican life (Rydell 148). Unlike the Mexican Pavilion, the Mexicanag#
was sponsored by local Buffalo businessmen looking to promote their financiadtsitere
in Mexico. They sought Diaz’s consent to present the show in conjunction with the
Mexican Pavilion. The Mexican president approved on two conditions: “first— that the
concession should not in any way bring ridicule upon Mexico, her inhabitants or
buildings; and, secondly, that the concessionaire should guarantee to return to Mexico
all Mexicans employed in the concession” (gtd. in Rydell 148). Though Diaz eventually
granted his consent for the show, the simulations of bullfights and performance of Aztec
dancers emphasized the potential for American investment in Mexico arsdtties

inferiority of the Mexican people. Diaz supplied the show with a troop of Mexican
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ruraleswho satiated the ethnological curiosity of visitors. Not only did performers
themselves represent Mexican souvenirs in their status as authentic natiorthksy but
also re-enacted a kind of modern discovery of Mexico. This was after alidhtnfie

that most American fairgoers had any contact with anything Mexicarok&iseacted to
the show in noting that, “The laziness of the place is pleasing, and its rosiregs/attr
and “The life of Mexico is shown [complete with] the diminutive burros... and the girls
who dance with the abandon of Midway and languor of Old Spain” (ibid).

As much as Diaz and his cronies attempted to tightly control the image of Mexico
displayed at the Pan-American Exposition, the Aztec element on which Mexitairalc
identity was proudly premised at home quickly floated out of the state’s domain. The
sponsors and producers of “The Mexican Village” equated “Aztec” and “Mexasan”
synonymous adjectives while qualifying the two as undeniably inferior to Aareri
customs. The Aztec element, through a collection of artifacts of probable cordeynpor
production and a troop of rural Mexicans, was deployed at the Exposition as a brand of
inferiority as it was intimately associated with the Indian elepegefgure with a long
tradition of conjuring images of barbarity and backwardness. However, the Exposition’s
maneuvering of the Aztec element was quite in line with the ideological comtotines
Fair. The Pan-American Exposition at Buffalo was after all committeldet goal of
conguering international financial markets and of overcoming the mistnstaged by
the recent Spanish-American War (1898). The stage offered through this Expoagion w
intended to serve as a gesture to Latin America of the United Stat@sangeof

courting burgeoning markets in those countries.
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As evidence of the United States’ “friendly” intentions, one of the advertisement
designed for the Pan-American Exposition at Buffalo depicts North Amendantga
helping hand to its southern neighbor (fig. 12). A blonde woman draped in a robe which
extends out to take the form of North America (although here meant to signifytbaely
United States) looks down while stretching out her arm to help pull up a brunette woman
whose figure takes the shape of South America. Miss South America looks up with
pleading eyes as her body extends into an airy figure which appears as ititfiatl
away if it weren’t for the benevolent help of Miss North America. The light tihate
seems to be representing the globe. Curiously, the only two continents present on this
globe are North America and South America, suggesting a relationship asigitgl
between the two women. This particular image of the Pan-American Espasibne
of the few illustrations depicting the United States as a feminized figust dther
cartoons and advertisements of the Fair represent the United States theofiglwrée of
Uncle Sam courting a South Americseriorita.The poster’s feminized illustration
attempts to communicate the illusion of equality between the two continents, ihonly
gender.

Although the attempt made by U.S. politicians to court Mexico appeared to feed
on pre-conceived notions of Latin American inferiority, it managed to generate an
American demand for Mexican curiosities. Although the Aztec or Mexican peepé&e w
viewed as clearly inferior to Americans, Mexican artifacts becantdyhpgized in the
United States. Fairs such as the Pan-American Exposition generatée aohesg
American fair visitors to possess reproductions of the quaint Aztec aiflacted on

display. lllustrated mail-order catalogues such aséxican Art and Curiosity Store
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Catalogue(1888) began to gain popularity at about the same time that the World’s Fairs
were beginning to reach their peak. Based in El Paso, Texas, the Mexican Art and
Curiosity Store sold everything from silver filigreed jewelry to Gua@ah pottery

“made by the Aztec Indians” (23) (fig. 13). Curio shops such as this one, sold not only
Mexican trinkets manufactured by mestizo artisans, but also accompaniqutdideicts
with exciting narratives about exotic, faraway places. W.G. Walz, the fountter of
Mexican Art and Curiosity Store, accompanies the image of every product with an
enticing story which includes a description of Aztecs laboring away to produegera si
hairpin or Mexican chocolate stick. Although some critics may argue that tloé thee

term “Aztec” versus the use of the term “Mexican” is simply a diffeegin semantics, |
contend that the use of the first term conjures a series of images which aredittende
build on the curiosities of paying fairgoers and mail-ordering consumers. Theeafsag
the adjective “Aztec” conjures images of brown-faced, feathered Indiansgatone

idols and sculpting ritual masks. Not only are shops such as Walz’s sellingaMexic
trinkets, but they are also selling the thrill of owning an “authentic” remriagkttec
culture. Although it is unclear where exactly Walz was supplying his shbpgveikican
curios, it is certain that his catalogue is filled with meticulouslytemistories about the
supposedly traditional production of his items. Walz and shops of his kind were only a

few of the players promoting a millenary image of Mexico abroad.

Packaged for the U.S.A.: The Orrin Brothers and the Aztec Fair
While shops such as the Mexican Art and Curiosity Store were appearing

throughout the Southwest, other entrepreneurs preferred to market their luonatiee i
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of Mexico on the stage. Such was the case of the showmen George, Charles, and Edward
Orrin. Born in England but naturalized citizens of the United States, the OatineBs
made their fortunes on the stage of teco Teatro Orrinin the Plaza de Santo
Domingo and later the Plazuela Villamil in Mexico City. The circus wasngbtmation

of Wild West show and vaudeville with a sprinkle of ring show. They regularlyitedr
high-class acts, including many of those featured by the Ringling Brdtehsl!l 39).
The American traveler Reau Campbell describes the show as “wonderégilyating

to the tourist in the brilliantly lighted ‘Circo’ to listen, perhaps, to an opesatection

by Parisian singers, to see a whirling vision of Viennese dancers, and thengtaidenl
be spattered with sawdust from the hoofs of the bare-backed horse of a dashing
American girl rider” (73). The circus catered to the tastes of not ontiste@nd

wealthy Mexicans, but most particularly to the American colonists.

The American Colony was established in Mexico City in the 1870s. While dittle i
known about the American Colony, historian William Schell shows that many of the
expatriates who established the group were southerners looking to escapethefperi
emancipation and reconstruction which dominated the post-Civil War years in the
United States. These expats also belonged to wealthy American familigsphtaem
managing to establish intimate ties with Diaz and his associates. &ebaibes the
American Colony as a “contact zone” where “forms of power are multiple and cgmple
simultaneously arranged through nation-states and more informal relgsinga
business and communications networks and culture industries... and through
constructions of nationality, race, ethnicity, gender, and sexuality” (ix-x3. Thi

burgeoning contact zone not only widened Diaz’s circle of friends, but also brought a
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multitude of investment opportunities to Mexico. While Mexican entrepreneurs had
exhibited an enormous fear of investing their fortunes in innovative projects, favoring
instead low-risk low-gain endeavors, the opportunity to pool capital with these daring
yanquismarked a new period in Mexican investment. Railroads and industrial
infrastructure began to appear almost overnight, breathing fresh air inte faibed
schemes to bring into fruition a Mexican industrial revolution.

While the contact zone facilitated the construction of infrastructure aaddal
tools, it also created the opportunity for cultural negotiation between Mexico and the
United States. The financial capital flowing from the United States toddexid back
also encouraged the transnational flow of people and cultural products. With every
financial and cultural transaction that took place between Mexican and Americ
entrepreneurs, a contact zone was negotiated. Though the American Colonyateas loc
in Mexico City, the contact zone Schell describes was not limited to the catyitahd
its elite residents. As | will show later in this chapter, the Mexicasaait creating the
spurious artifacts that sustained endeavors such as the Aztec Fair, w@artadgpating
in the contact zone as they negotiated their participation in the process of nationhood.
The contact zone is not a place, but rather a relationship between two partieshehe
terms and conditions of that contact are constantly being created and negotidbed. As
case of the Aztec Fair shows, the complex financial and cultural tramsatztiong
place during this time were the tools by which difficult relationships or contaes,
such as the one between the United States and Mexico and also the one between

disenfranchised artisans and the Mexican state, were being mediated.
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Although the Orrin Brothers didn’t exactly invest their fortunes in industrial
infrastructure and trains, they did contribute to Mexico’s financial machine in a
different, but important way. As showmen, the Orrin Brothers were expert texake
For decades, they managed to appeal to a mass audience while catering te dmel tas
sensibility of the bourgeoisie. In fadihe Massey Gilbert Blue Book of Mex{@®01)
describes the show’s versatility and appeal: “The ring may be transfontoea i
miniature lake, deep enough to float canoes, small sail and steamboats, or it may be
made into a palace while you wait, and from the region beyond the curtain mayncome i
a tiny coach of state the Prince and Cinderella, a pretty transformatioifi,iiew of
the audience, one of novelties for which the management is known” (62-3). The Orrin
Brothers’ stage could quickly transform from a lake to a corral for the Anrkiepa
show. This swiftness extended beyond the ring itself to the investment aspedieo$.mat
The fantastic shows produced under the Orrin Brothers brand were often supported by
the investment of other American colonists in exchange for advertisement spoés. Thes
spots often took the form of print, particularly in the catalogues, pamphlets and genera
advertisements for the show. The performances themselves also managedddie
show’s theme the particular product being advertised that week.

As advertisement spots grew to represent a significant portion of cirersuesy
the Orrin Brothers soon became able to branch into antiquities dealing. They began
acquiring “Aztec artifacts” from artisans in Mexico City and amatechaeologists.

Not only did they stumble into the business of purchasing a wide selection of srtifact
and antiques, but they also became infamous for selling many of these acquisitions. |

1887 they even sold an Aztec “Calendar Stone” to Professor O.C. Marsh of Yale
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University (MacCurdy 481). They collected everything from Aztec idols &dppes

to the purported shawl worn by Malinche, Cortes’ Indian mistress. While it isanncle
whether the Orrin Brothers actually believed in the authenticity of thé@acistand
antiquities, it would be reasonable to speculate that they were aware of the dubious
origins of these objects. What mattered wasn’t the origin or authenticaty olbject, but
rather the marketing savvy with which such an object was maneuvered. As exper
showmen and entrepreneurs, the Orrin Brothers were keen to market theiaMexic
treasures as authentic remnants of an ancient people to unsuspecting satettor
museums. The alluring objects ranged from the mundane and ordinary, to the bizarre
and spectacular.

However, being the innovative showmen that they were, the Orrin Brothers
created a new venture on the shoulders of the antiquities-dealing business. They
collected their “Aztec artifacts” to mount the Aztec Fair, a travgkbhow of Aztec
curiosities and live specimens. Though it is unclear exactly when the AztdzeGan
to tour, it is sure that by at least the fall of 1886 the show was already appearing
throughout the American Midwest. The show was constructed with the American public
in mind and built off of the style and popularity of the World’s Fairs. While few
photographs of the Aztec Fair survive, @ein Bro’s & Nichols’ Guide to the Aztec
Fair: Mexico Past and Presert a telling remnant of the impact this type of show
impressed on the American imaginary. The guide is a working cataloglieobthe
objects and performances visitors could encounter at the show. According to the guide,
the Aztec Fair was not only comprised of live performances by living Maxic

specimens performing basket-weaving to cooking, but also of a wide collection of
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objects belonging to virtually every period of Mexican history up until then. But even
more spectacular are the narratives that accompany the atgfartptions included in

the Guide to the Aztec FaiRather than presenting a chocolate stick as a mundane and
probably contemporary object, the guide presents it as, “The chocolate stickhich

the last cup of chocolate was made for Maximilian [Mexico’s Austrian Eonper
executed in 1867] before his execution” (16). An ordinary piece of pottery turns into an
ancient artifact presented as, “Clay pitcher in which pulque (a kind of drink)emaexs

at the table of Montezuma” (7), while a necklace of uncertain provenance turns into,
“[A] necklace unearthed on the banks of Lake Texcoco. This evidently belonged to an
Aztec princess of the Montezuma family, being composed of rock-crystis bed

other stones of great value among the Aztecs” (8). In this way the Aatem&gically
transforms seemingly ordinary objects into authentic representations afdidgxast.

The Orrin Brothers essentially write their own interpretation of Mexitistory and

invent artifacts on the surface of objects of probable contemporary production.

The Discovery of Mexico: The Spectacle of the Find

But the magic of the Aztec Fair resided not only in the fantastic storiek whic
accompanied the “Aztec artifacts,” but also in the visual performances# theces.
One of the few surviving photographs of the Fair illustrates precisely how thestsobje
were arranged to perform the spectacle of the discovery (fig. 14). Givehithigtwas

the first time that most Fair visitors were coming into contact with thgsdcan, the
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Orrin Brothers were sure to capitalize on the novelty of this initial encotifitez.clay

and stone figures pictured in the photograph are carefully arranged inside doghass
curio case. Within the case, sit several shallow boxes containing smadktiguhile the
exact details of the contained figures are difficult to identify, the boxeskgyoba
categorize the figures into some kind of organizational theme, giving thbddael of

a scientific endeavor. Adding to the scientific authenticity of the prasentare the
larger, randomly arranged clay figures which sit above the glass cassonthest of the
thematically arranged figures within the case and the haphazardeamamigof the

larger figures lend these an air of having recently been “unearthedfiglines sit

above the case as if waiting for the visitor's gaze to arrange them soraeamhaeng the
multitude of smaller, encased figures. In this sense, the visitor is put in therposit

the curious scientist looking to arrange or categorize his newly found knowledge. In the
hazy background, a sign reads “historical mummies” perhaps indicating tHewsay

the mummies on display. But these aren’t just any mummies; they argjiagdo the
Guide the famous “historical” mummies of Guanajuato. The addition of this adjective
attempts to contribute to the aura of discovery and science which the Fao giage.
The popularity of the discovery of Egyptian mummies by American and European
explorers is definitely the referent behind the presentation of such “histenicaimies.

The Orrin Brothers are in many ways simply taking popular referents andimage

* Though no history of the Aztec Fair has been writtecan be surmised that most fair visitors were
probably coming into contact with Mexico for thesfitime. InOpinions of the Presd.886), Samuel

Green, the mayor of Boston, explains that, “The.Eajives a better idea of the customs and manneas of
neighboring people with whom we ought to be acgedin. .” Mayor Green’s comments suggest that the
average fair visitor knew little if anything abdbe people of Mexico and was probably coming into
substantial contact with things Mexican for thetfiime. The Aztec Fair was viewed by visitors sash
Mayor Green as a way of knowing Mexico and its peop
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already circulating within the American imaginary and using theskeamounting on
which to present the “discovery” of Mexico. Finally, what appears to be an ahperi
chair with necklaces hanging from the backrest sits near the far rightdlbbkiglass

case. While it is difficult to identify the details of the chair, it appeat®td an

uncanny resemblance to the “Silla de Agustin de Iturbide” which today sits in
Chapultepec Castle. The imperial chair in the photograph is crowned with whatsappea
to be some kind of regal molding which decorates the upper portion of the backrest.
While it is unclear which of the many descriptions of chairs irGtuelecorrespond to

this particular imperial chair, it appears that the photograph attempts twecafgurvey

of the many historical eras represented at the Fair.

The visitor’s Fair experience or discovery of Mexico is completed by the
performance of live “Aztecs.” Th@uideinterchanges the terms “Mexican” and “Aztec”
as synonyms suggesting little difference between the two adjectiveMédieans of
today are presented as the millenary ancestors of the ancient Aztecghttire
performance of “cultural” activities, which according to Geide,have remained
unchanged since the days of the Emperor Moctezuma. Under the subtitle “Native

Mexicans at the Aztec Fair”, tlguidereads:

The object of the management is to give the Amarmeople a correct idea of Mexico and the Mexit¢an.
has secured, at great expense, representationssbiofithe arts and industries peculiar to its peop

many of which have no name outside their language. engaging these artisans, it has been necessary t
separate husbands and fathers from their wiveglaitdten, and sons and daughters from their aged
parents, thus bringing sadness to many homes-offadexico (4).

Even before the visitor enters the Fair, Gx@dealready conjures within the
visitor’'s imaginary images of native Mexicans, untouched by the advances @rivest

civilization, performing tasks in the same way as they have been praciicashfuries.
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The image of the painful family separation supposedly endured by some of the
performers adds to the illusion of the “management’s great lengths” to bring this
instructive show to the American public.

While there are no surviving photographs of the Fair's performers, a pamphlet
describing the show’s live performances depicts a sketch of Mexicanityaeson (fig.
15). The sketch picturescampesindiauling clay pots on his back, while the shadow of
a smoking volcano appears in the faint horizon. Across froroaimpesinpstands a
woman who appears to be a cross betwemangesinand Carmen Miranda as she
balances a bowl of fruit atop her head. Different varieties of cacti surroutgddhe
figures as the text below them reads “Something about the People in theMexica
Village.” This sketch decorates the cover of a pamphlet which was probatilyuded
as a show guide to visitors at the Fair. The “Maids of the kitchen” performance i
described in the pamphlet as “The two Mexican girls who grind the maize on the stone
tables, make the cakes and cook them over the charcoal fire, are callecefBsttilThe
Tortillo is the national bread of the middle and poorer classes.” The “Mexicarsbabie
show is described as “The two cute little natives can be found with their father and
mother at one of the rag figure booths. The young father, aged nineteen, is a clever
workman, while the mother, aged sixteen, helps him dress the figures.” Tinig telli
description is followed by a summary of the “Rag figure” show: “This cleneraa
moulds the wax into, and down to, the minutest details; makes representations of all the
types of people, animals, fruits, &c., found in Mexico.” These descriptions réatal t
the performances were staged as moments of ethnological discovery faitthre The

“tortilleras” grind and cook the tortillas as if unaware of the peerieg ey visitors. The
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show appears to be staged as if to make the visitor feel like the rogue expiotams}
upon the discovery of an ethnic tribe who is not aware that it is being watched. The
voyeuristic visitor can then watch Mexican parents dressing their “8gorechildren in
the same way that dolls are quickly slipped into new outfits. It is rather cuniauthe
description of the “Rag figure” show follows the “Mexican babies” performance
suggesting that these babies are viewed, at least by the managenwntigases that
can be collected and showcased. Similar to the Mexican babies, the “clesar’asti
also collected like the mechanical toy whose turnkey is twisted to seech oh@avn

with synchronous precision. The wax-sculpting artisan is valued by the showgssvisit
in the same way that a chimp is applauded for its ability to use languagextitha’'s
wax sculptures are not the focus of the show, but rather his ability to produce an object
of beauty and skill.

The artifacts and the shows of the Aztec Fair are staged as spectacles of
knowledge set to be discovered by the American public. Unlike the later Mexican
Pavilions at the 1901 Pan-American Exposition and other World’s Fairs, the Aztec
Fair's exhibitions are meant to be “discovered” and not simply displayed. While
Mexican state attempted to display the nation as an up and coming modern country
through exhibitions of industry and manufacturing, the Aztec Fair capitalizé®on t
thrill of discovering a millenary people. The allure of the Aztec Fair esgmlecisely in
its ability to create the illusion of the discovery of a knowledge set previaokhlyown
to the general American public. While the principle of the spectacle asltHbuca
summarizes it, the rendering of a small number of objects accessible totadadfi

people, applies to the Aztec Fair, the staging of knowledge is the missing piebe whi
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accompanies this particular specta®es€ipline and Punishi-oucault 216-7). The
Orrin Brothers’ unique ability to quickly transform an ordinary clay pot into
Moctezuma’s water jug and a pair of tired boots into Maximilian’s favadtag boots
is the spectacle of knowledge which the Aztec Fair invents. It is through the spurious
artifact and the imported Mexican performers that Mexico is likelytfeffirst time
rendered knowable to the American visitors paying to see the Aztec Faie il
Mexican-American War of 1847 had already placed Mexico under the U.S.’s political
radar, very little was actually known about the Mexican people. Shrouded in a fog of
mystery, the Mexican people were the U.S.’s unknown neighbors. Although the 1920s
would mark the beginning of a huge wave of Mexican immigration to the United State
as well as the start of a spiked interest in Mexican art on the part of Aameric
intellectuals and collectors, the Aztec Fair was one of the first opportutiige
American public had to come face to face with their Mexican neighbors. As museums
such as the U.S. National Museum (today known as the Smithsonian) struggled to build
their collections of authentic ethnic artifacts, the Orrin Brothers werdibgian
entrepreneurial empire through the exhibition of knowledge as genuine as their Azte
artifacts.

The notes and comments published during the years the Aztec Fair toured the
American Midwest reveal that a desire or market for this type of showlieaslya
stirring interest among certain circles. Though World’s Fairs and msseene already
exhibiting things Mexican, the spectacle of the discovery was missing froe thes
displays. An anonymous writer, in the weekly magaZine Criticin August of 1886

further elaborates in writing,
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A Spanish friend informs me that the well-knowni@Brothers, managers, are about to bring the Aztec
village, similar to the Japanese village, to Newk/d\s we have a very vague idea of the Azteds,jitst

as well that we should learn what they are. Dimsenms usually label what-is-its and dwarfs Aztecs,
because the name has a mysterious sound. Theydaedi nothing more nor less than descendants of the
original inhabitants of Mexico, and they have remeal a distinct race through all these years (91).

The writer’s note reveals a strong interest in ethnic shows for their pgdalgealue
while noting that shows of this kind were already touring certain Ameritias.dVhile
the working class dime museums are noted here more for their entertaintoent va
rather than their ability to display accurate knowledge, the writer hopégtee Fair
enters the American imaginary to remedy the knowledge gaps regardizgtéas or
Mexican people. But in practice, the Orrin Brothers’ emphasis on the sgetiagé of
the Aztec Fair an endeavor more akin to the dime museum than to the educational
endeavors of the U.S. National Museum.

Comments made by Fair critics show that the knowledge gaps regardirgpMex
are filled either with images of a backward people or with visions of a lush, remanti

landscape. In September of 1886, Boston Mayor Samuel Green comments,

The exhibition is a good example of object-teachafpsson adapted to persons of all ages, frold thi
the adult. It shows well the contrast between timiive ways of the Mexican and the more advanced
methods of the New Englanders, which is very marked starts a suggestive train of reflection. Fai

is both interesting and instructive, and gives téelbédea of the customs and manners of a neighgori
people with whom we ought to be acquainted thardche obtained possibly in any other way than by a
personal visit to that countrpinions of the Press and the Pullic

While the Fair reinforces for some visitors notions of underdevelopment, othersvisitor
find in its shows an unspoiled landscape ready to be gazed upon by American visitors.

One visitor notes in thBoston Herald,

For us powerless Mahomets who cannot go to the édexmountains for lack of time or money, or both,
the Mexican mountains are brought into our midsthgy“Aztec Fair” or, at any rate, very much of the
life that fills the valleys and the tablelands owdrich tower the noble Sierras of romantic New 8pai
And it is all genuinely Mexican, as the writer dastify. There is nothing “made up,” noting exagded.
Itis all just as one sees it on the spot, theadaily life of the 12,000,000 of people southted Rio
Grande QOpinions of the Press and the Pullic
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Though the mayor and the anonymous visitor express different opinions about the
visions of Mexico they have encountered at the Aztec Fair, they both agree in the
genuineness of the knowledge they have extracted from the experience. Tipp&ais a
to have made a lasting impression on these visitors as they each expregiaipaitias
of Mexicanness in relation to the United States. The mayor finds the ways adthe N
England people to be far more civilized than those of the millenary-performing
Mexicans at the Fair. The second critic finds the vision of a pristine landseapapg
the second frontier of Manifest Destiny, in the majestic mountains of Mexicah@rhe
seeking a potential civilizing project or a new tourist market, both visitqness a
perception of Mexicanness stemming from their position as an exoticisnmggeHilic.
In this way, American visitors of the Aztec Fair actively participat@eaving an idea

of Mexicanness north of the border. The intersection of the spurious artifact,
entrepreneurs such as the Orrin Brothers, and the American public begins toygtee wa
a transnational construction of Mexicanness.

As the Orrin Brothers sought new ways to keep visitors coming back to the Fair,
other entrepreneurs also looked to capitalize on the paradoxical allure oaNleess.
The Mexican Central Railway sponsored a large portion of the touring Azteia Fai
exchange for advertisement spots. Ghedededicates the last five pages to promoting
American tourism to Mexico via the trains of the Mexican Central Railwag. T
advertisement is a long narrative promoting the beauty and allure ofdd&kie
narrative is cleverly integrated into the text of Gide allowing the advertisement to

flow seamlessly from the previous descriptions of the Aztec Fair. The saveent,
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under the heading “Mexican Central Railway: The Key to the Republic of blexic

reads,

That wonderful land so little known and so mystesiowhose civilization and culture date centuriaskb

of our human history; whose volcanoes and moumteaks tower up from perennial summer into the
realms of eternal snow, with a majesty and beaeyphd the power of language to express... . Yet, as a
people, we know not Mexico—neither her past histaryher present struggles. [...] The Mexican Central
has unlocked this treasure-house of nature anpaste and thrown wide its portals to our curiousega
From the Rio Grande, on our border, its steel sdilstch 1,224 miles through its richest scened/arer

the elevated tablelands, in whose wonderful clindigease is almost unknown... and now the traveler
from New England may, in a few days’ luxurious aaanparatively inexpensive travel by palace car, and
without toil, hardship, or the danger of ocean,&'&gypt and Palestine and old Spain illustratedwn

own continent,” revel in the exuberant vegetatibthe tropics, breathe the pure, health givingoéir
elevated plateaus, and gaze upon the most magestiery that earth possesses (30-1).

The advertisement ends with a schedule of all the cities with departingavieXentral
Railway trains to Mexico and with sketches of Mexican life scenes. Thetiadweent's
narrative extends the Fair's theme of acquiring knowledge of the Mexican pgople b
visiting the country; in this case, the visit involves a trip by train rather thaka w
through the Aztec Fair. The narrative sharply highlights a comparison of Mexico’
landscape and culture to those of Palestine and Spain. While the basis on which these
strange comparisons should be made is unclear, it is certain that Mexico’s gexadraphi
proximity to the United States is cited as a convenient option for those seeking to dive
into a tropical landscape. The advertisement appeals to adventure-seekingjtbes

who might be curious enough to visit Mexico after their Fair experience. Howeeer, t
advertisement’s descriptions of a “perennial summer” and “picturesquestegsist
sharply with the New England landscape inhabited by potential Mexican Central
Railway travelers. Like the shows of the Aztec Fair, the advertisesnajures images

of a warm, lazy landscape and people ready to welcome American touristsoNéexi
essentially depicted as everything the United States is not. Mexgsaisiepresented

here as both inviting and repulsive in its majestic landscapes and lugubriousisunshi
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The Aztec Fair and the Mexican Central Railway market Mexico astlikesis of the
United States, provoking either romantic desires for Mexicanness or deep dishpprova
its cultural manifestations. Regardless of which extreme end of Mexicaarkesr

visitor may imagine, it is certain that the enticing images the advedrgestirs in

readers further reinforces the ideas of Mexicanness touted by the Artec Fa

Transnational Mexicanness: A New Kind of Nationalism

While the Mexican Central Railway attempted to entice potential trsvweieh
sexy images of the tropics, vigorous construction was already taking plaqeataldghe
railroad tracks connecting multiple Mexican cities with those of the iitates. As
the Orrin Brothers were reaching their attendance peak in the fall of 1886pmsvast
Boston became majority stockholders of the Mexican Central Railway. Bynthef the
19" century, segments of the Mexican Central Railway would come to be ctanere
the state of Massachusetts (Morales and Schmal 4). While profit-making neaslge
one of the goals Orrin Brothers had in mounting the Aztec Fair for an American
audience, the establishment of easy access to Mexican markets was oneraj-teen
objectives of the project. The Orrin Brothers were after all elite lmeesrof the
American colony in Mexico City and they were looking to promote the financial
interests of its members. The collaboration of the Aztec Fair and the aMeRentral
Railway was one of the first historical instances where a serious, rnieretat to
promote Mexico as a viable capital market exerted a major impact of e iat@oad.
The efforts of American colony members and subsequent American firmmaeked

the beginning of a transnational Mexicanness.
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Though past efforts to exhibit Mexicanness as the cultural manifestation of
Mexico’s mestizo stock had already taken root within the country, transnational
Mexicanness operated to promote the interests of a complex web of players.tbeiring
last third of the 18 century alone, Diaz oversaw the costly reorganization of the
National Museum, erected more patriotic monuments than any other president before
him, and led the country’s financial and industrial revolutions. These projects were
developed under the broader agenda of strengthening nationalism among a
heterogeneous citizenry and building a modern image of Mexico abroad. Diad's eff
to wield Mexicanness and its cultural manifestations as a tool for fulfiiisig
developmental agenda resulted in several side effects. The first of theewas
strengthening of his grip on the country as a territory recently downsized by the
devastating Mexican-American War. It was in the president’s intereend the
message to the Mexican citizenry and to imperialistic nations that Megsmow
under the iron grip of an unyielding state. The spread of Mexicanness asd¢he st
endorsed brand of nationalism was intended to strengthen the state’s control oashat w
left of the Mexican territory. But as Diaz attempted to control the featdires
Mexicanness, the cultural manifestations of the nation quickly permeated the border
between Mexico and the United States. While the 1823 Monroe Doctrine limited the
intervention countries such as the United States could make within Mexico, though the
Mexican-American War appears to have been the exception to the doctrine, nianade
mention of the cultural and economic invasions Latin American countries could
experience at the hand of imperialistic powers. In this way, showmen sueh@sin

Brothers and American financiers fuel the production of Mexicanness, turnimg & i
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means of securing markets rather than territories. Rather than seekrnegte citizens
through the production of Mexicanness, American investors sought to create new
consumers of Mexicanness through the circulation of its representation.

However, the consumption of Mexicanness alongside its very production was a
process that had been taking place in the years prior to Mexico’s participation i
international capital markets. The construction of the Mexican National Mugedm
with it the narrative of national glory framing its most iconic artifazas the state’s
attempt to generate its own brand of nationalism. Though Diaz significampttgued
upon the quality and quantity of the artifacts constituting the national patrimasy, it
important to note that many national icons, such apitdra del sobnd the
Cuauhtémoc Monument, survived the tumultuous political successions that defined
Mexico's 19" century political history. Despite the national icons’ resilience in thee fac
of changing political and historical fatishe very citizens who would later make the
Revolution possible would be left out of the national memory erected by these same
icons. As | show in chapter 1, even the most canonical Revolutionary novels eventually
express extreme ambivalence regarding the ability for the country’ snp@asjarity to
assimilate modern citizenship. While the collection of Aztec archaeol@gidacts at
the Mexican National Museum appears to point toward the writing of an all inclusive
ancestral memory, my analysis in chapter two of the most iconic of thdaetarti

reveals the production of a nationalist discourse which manages to exclude thgsountr

* Historian Josefina Zoraida Vazquez traces the aongux of historical trends and re-writings oStuiry
from 1821-1960 in her comprehensive study of histbtextbooks irNacionalismo y educacion en
México(1970). She analyzes the shifting historical fragsiof iconic figures such as Cuauhtémoc,
Hidalgo, and Cortés while paying close attentiothtopermanence of these figure within the Mexican
imaginary.
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contemporary Indian population. And although the search for the mortal remains of
Cuauhtémoc, as | analyze in chapter 3, allows for the appropriation of public space by
common citizens, the monument doesn’t allow for the production of an ancestral
memory that unifies the people of “Greater Mexico.” | argue that it igainenational
nature of the spurious artifact which allows for the production of a nation rooted in an
ancestral memory that transcends borders. It is through this process of trargscendi
borders that the Mexican nation, as imagined by the people of Mexican desceeidenga
in its representation, is produced. The historical, economic, and political raioifecat

this transnational Mexicanness allow for the negotiation of cultural cihggasd

inclusion within the nation-state for people of Mexican descent on both sides of the
border.

The flows of capital contributing to the construction of transnational Mexicanness
fueled the demand for businesses such as the Mexican Central Railway. Théexpans
of the railroad in Mexico as a significant mode of transportation was spurred by the
transnational consumption of Mexicanness. The American public’s increasedtfascina
with things Mexican increased demand and need for the expansion of increased railway
lines connecting Mexico and the United States. Though the idea was to reduce
transportation costs between the two countries through the increased avadébility
railway lines, the expansion had a very unexpected outcome. The new rail networks
made it easier for poor Mexicans to travel long distances in search of work.
Inadvertently, the railways began to steadily draw thousands of Mexican wankersl t
the border (Parlee 20). By the 1920s, the number of Mexicans travelling northbound by

train multiplied as the Revolution forced many to flee the country. The imnaigrati
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exodus the Mexican railways facilitated during the last years of fheer@ury certainly
reinforced the idea of a transnational Mexicanness. While the re-invention of
Mexicanness for an American public opened Mexican markets, it also fadilitet
unexpected arrival of transnational Mexicans.

In this way, Mexicanness as it is generated through the transnational flow of
capital, whether through the market for spurious artifacts or through tvayail
networks, becomes a contact zone where the bilateral relationship betwdea dek
the United States is negotiated. The 1848 Treaty of Guadalupe Hidalgo had already
radically re-mapped the political and geographical parameters of the tcomac
unfolding along the U.S.-Mexico border. As José Limon explains, “The forcible
partition of the Mexican territory left thousands of Mexicans as nominateginf the
United States, “citizens” whose full rights in civil society would be a long toming”
(8). However, the increasing economic interdependence between the UnigscaBth
Mexico gave way to the creation of Mexicanness as a contact zone where people of
Mexican descent could lay claim to their cultural citizenship, whether inddexithe
United States. The trains operated by the Mexican Central Railway not oyl ca
Mexicans north-bound, but also served as a visual and geographic bridge seamlessly
transiting through the territories of “Greater Mexico” as a unified landhéAglifferent
port cities visited by the trains of the Mexican Central Railway appeartdteanap as
dots connecting the people of Mexican descent on both sides of the border, the artisans
of Mexico City were actively shaping their cultural citizenship by dptmimagine
their ancestral past through the creation of the spurious artifact. lbigyththe

possibilities created by the transnational flow of capital, a process bega by
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American colony described by William Schell, thatue contact zonbetween the
United States and Mexico is created for the contestation of culturahsttigpeand
nationhood.

While the circulation of Mexicanness within the United States encouraged the
permeability of both markets and borders, it is necessary to emphasize thelele of t
Mexican artisans who created the objects exhibited at the Aztec Fair. As&mman
curator Jane MacLaren Walsh has pointed out, there simply weren’t enough genuine
archaeological artifacts being excavated in Mexico to support the iddhdhatjects of
the Aztec Fair were all authentic (interview). In her article, “Wha&eal?”, Walsh
shows that “[William Henry] Holmes spent some of his spare time colleptitginerds
he found nearly everywhere he looked. These collections eventually convinced him that
most of what was being sold to tourists and foreign collectors as ancient Az&syg pott
was fake, bearing no resemblance to what he had been picking up in the railréad yard
(4). The many trips Holmes made to Mexico during the 1880s convinced him that the
fake artifact industry had taken hold of the antiquities trade. He was able&lily rea
compare the objects sold as Aztec artifacts with pieces of stone and thaptdying
on the ground in the newly constructed yards of the Mexican Central Railwayegiolm
found that even those artifacts which were actually legitimately disedt&vere often
“enhanced” by adding carvings or appendages to make them more attractiyerto bu
Whether the artifacts were genuine or created, Mexican artisans often hatlia ha
representing their own idea of Aztec art. More recent scholars haveotsathtnarize
the trends in faking which have been observed in the Mesoamerican collections of

several museums. Gordon Ekholm, curator of Mexican archaeology at the &meric
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Museum of Natural History, discusses the objects created by the Mexisansart
participating in the industry by explaining that, “A more egregious kind of drabr t
sometimes appears is where the maker grossly confused his matetiptoduces, for
example, a stone sculpture that has all the characteristics of modeléd/elmust
presume that the ancient artist could not possibly confuse the basicallgrdiffe
techniques that are applicable to the two materials” (29). In this way both Hahdes
Ekholm heavy-handedly condemn the work of Mexican artisans.

Though | have tried to emphasize the significance of the work that Mexican
artisans were producing in the context of both the Aztec Fair and transnational
Mexicanness, writing them into history presents a set of methodologicailitiiéfsc
While Charnay sarcastically refers to the artisans of spuriouscgstda “fortunate
inventor” (36), Holmes angrily refers to them as “modern Aztec” and “ded@2f-(
323). Both Charnay and Holmes refuse to attribute an identity to these artisags or a
artistic value to their work. Not only do these archaeologists refuse tothege
artisans into their essays and chronicles in a meaningful way, but they atstuoepr
within their writings the same dynamic of oppression and disenfranchiserhieht vad
these artisans living on the fringes of Mexican society. Although artisads ap only
about 30% of the labor force in Mexico City during the latter part of tRecé@tury
(Pérez Toledo 135), historian Pablo Piccato explains that “artisans... many of whom
peddled their services in the streets, supplied a higher percentage of rastinges teel
suspects in judicial records” (172). Artisans, many of them using public spaeeket m
their goods, were equated with vagrancy and delinquency. Not only were artisans

pushed to the fringes of society because of their use of public space, but also because of
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the significance of their line of work. Sonia Pérez Toledo stresses thakevalo
porcentaje de artesanos que fueron acusados de vagancia constituye un indicador del
desempleo en la ciudad, pero también muestra como la pronunciada estdatificac
social y la division entre la poblacién ‘decente’ y ‘la gente baja’ contréogize los
artesanos constituyeran el mayor nimero de personas al que se acuso da"vaganci
(250). Essentially, to be an artisan was to be poor. This became a vicious cycle of
discrimination and criminality where artisans were increasingly tiedd®y policemen

due to their physical and social (in)visibility. While this same dynamimdfigibility is
reproduced in the writings of those archaeologists and curators denouncing @aeo$pre
the spurious artifact, it is important to recognize this phenomenon in attempting to
rescue the significance of the work produced by these artisans. Theses avisa
individuals who usually came from backgrounds where their trade was passed down
from previous generations of artisans. The work of these artisans wasily usu
characterized by the reproduction of original artifacts, but instead reprdsbe

original invention of these objects. Although it is difficult to reconstruct theichatl
identities of these artisans, it is crucial to write these artisaksittacthe history of
nation building by placing the significance of their art at the center of distissof the
production of Mexicanness.

Although the “egregious kind of error” represented by the spurious arsifact i
offensive to museum curators, they fail to recognize the project in which ttissasr
have inadvertently become engaged. These artisans are inventing andatwig rart
idea of ancient Mexican art and culture. While the artisans’ participatithe iindustry

is financially motivated, their productions became an expression of how theyedagi
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their ancient ancestors. In some ways this is no different from what Diazéraddiag
with the Aztec artifacts of the National Museum. These objects weeskknd
exhibited to present an image of ancient Mexico which supported the president’s plan to
modernize the country. Diaz, following the trend of earlier presidents and curators
openly rejected uncomfortable objects such a£telicuemonolith in favor of
supportinga “cleaner”, more orderly image of Aztec Mexico. In a similar fashion, the
disenfranchised artisans of the slums of Mexico City find a space, whereatey
express their own image of the nation, within the intersection of their sculptiegahat
and the nascent antiquities industry. It is here where the artisan, or commem, citi
finds an opportunity to participate in shaping a lasting image of the nation. In this wa
Mexicanness is no longer the exclusive domain of a few Mexican elite and a handful of
greedy investors, but rather the muse of the many schools of artisans dottinghe sl
of the Mexican capital.

Despite the fact that the spurious artifacts created by thesasuriegaesented for
some curators “blackware excrescences” and “monsters”, the artifdabts Aztec Fair
do not cease to represent the early participation of Mexican people within the nati
building process (Walsh 18). The artifacts they created ultimately tcathedavorld to
find a place within the most important collections and world museums. While the Diaz
regime during this time held a tight grip on the image of Mexico he wanted to promote
at home and abroad, these artisans found a way to circumvent the president’'s@utocrat
grip on the production of Mexican culture and nationalism. Though later exhibitions of

Mexico such, as the Pan-American Exposition at Buffalo, would minimize the work of
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these artisans, these citizens would continue to maintain their lucrativiegcic

exporting Mexicanness for transnational consumption.

The Artifact and the Mexican: Rethinking Mexicanness

As the Mexican Revolution came and went, a process of nationalizing the
citizenry was quickly developed by the post-revolutionary state. While this proees
already brewing during the years prior to the Revolution, Mexicanness wertdahty
come into its fullest expression during the post-revolutionary period. However, it is
important to closely examine the nationalizing processes which wereyaladath
place in the years leading up to the Revolution. Whether nationalizing at home for the
purpose of shaping the citizenry or Mexicanizing abroad with the aim ofrayesiv
capital markets, the circulation of objects and bodies is at the heart ofdhiercid
Mexicanness. Differing representations of Mexico arose not necedsacdynpete with
one another, but rather to coalesce into a collective idea capable of beingd frmwe
different vantage points. Mexicanness was not the elite project of the Mestata, but
rather the collective construction of intersecting interests and players

This study has attempted to trace the material expressions of Mex&annes
through the various nationalist projects of the Mexican state during théniiicsot the
20" century. While Mexicanness took many shapes during this period, its expression as
artifact is especially compelling. The various aesthetic forms ofrttiaca, from literary
to falsified, tell a story of how Mexicanness is wielded by different intgresips to
communicate a particular representation of Mexico. But more than just a vision of

Mexico, Mexicanness is deployed as a means to an end. The present study has aimed t
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show how the use of the Revolutionary novel, the archaeological artifact, the nrmbhume
and the spurious artifact all tell a story of how Mexicanness was conceiveg the
years in which a lasting vision of its cultural expression was constructed.

Though Mexicanness began as a state project to modernize the citizenry, the
representation of Mexico ultimately escapes the control of the state. leighere the
study of Mexican nationalism becomes intertwined with the production of culture in the
United States. With the complexities of the Aztec Fair, many questioesegarding
the reception and exhibition of Mexicanness in the United States. It is impeacatisie
how Mexican immigrants during the early"2€entury altered representations of
Mexicanness exhibited at World's Fairs and museums. Does Mexicanness become an
emancipatory expression of cultural identity as it transcends borders, at cgoeain,
as James Oles describes, as “Mexican objects serv[ing] as eleméntsnasdy for
American interior decorators or housewives looking for an inexpensive way @lirevit
drab domestic landscapes” (113)? How does the invention of Mexicanness inform the
circulation ofLatinidad within the American imaginary?

In answering these questions, it is imperative to re-think Mexicannessytand
both the confines of Mexican Studies and the geographical U.S.-Mexico border.
Although the search for Mexicanness began as a state-endorsed projetdfer na
building, as | have traced in the first three chapters, once crossing g@ogtand
cultural borders, it turns into the means for the creation of a nation rooted in an &ncestra
memory. As much as the Mexican state attempted to replace ancestu@iymath the
writing of national history, Mexicanness is appropriated by the people eat@r

Mexico” as part of a move to assert their cultural citizenship. But traeendedmocratic
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possibilities created by the trajectory of Mexicanness requires usrtapdviexican

Studies and American Studies as extensions of one another. The cultural and economic
interdependence of the two countries, which | have traced in this study through an
analysis of the Aztec Fair, shows that the transnational flow of capital, paadle

objects eventually blurs the cultural borders between Mexico and the United States
Maria Josefina Saldafia-Portillo makes a call for scholarship that takesdotmathese
transnational flows by explaining the insufficiency of current models: “bongery,

and scholarship, precisely because of the binomial focus of their central tropeaetoo of
serve to reinforce a ‘nation within a nation’ model... the focus of such scholarship is
almost exclusively on the historical and cultural ‘contact zones’ which occur along
border where two national cultures meet” (“From the Borderlands” 505). Asm#weof

the Aztec Fair shows, the “contact zones” between the United States arob Mesxde

far beyond the geographical border, and many points of economic, political, and cultural
contact bind the histories of the two countries. And in the case of Mexicanness, it would
be erroneous to characterize the nation it represents as simply another satiog re

within the cultural fabric of the United States. The Mexican nation, as it ieiv@acby
people of Mexican descent, is rooted in the ancestral memory of a territory diyided b
the U.S.-Mexico border, but is not wholly contained on either side of that division. This
is an important distinction to make due to the implications that the construction of
Mexicanness holds for asserting cultural citizenship on either side of the.bidnder

claim that people of Mexican descent make to the territories of “Greadci is
accomplished through their appropriation of Mexicanness. They appeal to Mexgannes

as the descendents of the Indian nations that inhabited the territories thabnegrered
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by the Mexican state and later the United States. It is their arli¢estri® the land
which informs the subject-position from which people such as Alonso S. Pereles, the
citizens seeking the mortal remains of Cuauhtémoc, and the artisans of spuifects art
all negotiate their democratic rights.

A study of the history of how the people of Mexican descent have negotiated their
cultural citizenship must necessarily be a “topospatial” cultural pistiothe emergence
of Mexicans on both sides of the border. | borrow the term “topospatial” from José
David Saldivar who uses it to describe the profound interaction between space, history,
geography, psychology, politics, nationhood, and imperialism; space is defined as not
simply a “setting” but as a formative presence within culture (79). Irs#rse, a
“topospatial” recounting of cultural citizenship must analyze how the nation®tees
are constituted. For the people of Mexico, whether followers of Cuauhtémoc ansgrtisa
it is their ancestral memory of the lands governed by the Mexican dtatle wforms
their subject-position as citizens; whether that ancestral memory is liveldeoited, it
nonetheless shapes the manner in which people negotiate the state’s often hostile
initiatives. In the case of post-revolutionary Mexico, as much as the g&tgted to
produce a nationalist discourse that rigidly defined the meaning of Mexgsaand its
relationship to modern citizenship, people contested that discourse though the
production of their own narratives of “peoplehood.” For the people of Mexican descent
in the United States, John Michael Rivera summarizes best how their political
subjectivity is often constituted by their association to the land: “the UnistedsStlso
argued that Mexicans’ inability to work the land into a viable capitalist resdueled

the rhetoric of filibusters and was used to argue that Mexicans were unfgrfarcracy.
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Hence, Mexicans relationship to the land become central to how they should be viewed
as political subjects” (179). However, Mexicans such as Pereles, invertrdnisgoa to
draw upon their ancestral ties to the land to challenge the very idea thatstHemfdar
for democracy.” As much as the United States and the Mexican state point to the
interaction between the people of Mexican descent and the national terrigary as
obstacle for the practice of modern citizenship, these same Mexicans tapihea
experience with the land or national territory to re-define the meaning zsratiip.

The question of how the nation-building projects on both sides of the U.S.-
Mexico border inform the political subjectivity of people of Mexican descent has
broader implications for the political and economic ascent of Latinos in the United
States. If the development of the nationhood project in the United States is to be
understood as an expansionist project of neocolonial interventions in the Americas, then
the waves of Latino immigrants must be viewed as a consequence of that project. The
U.S. economy’s continued dependence on Latin American markets and resources makes
of Latino immigrants vital cultural citizens of the United States. Althaurgits such as
Samuel Huntington argue that, “The persistent inflow of Hispanic immigiamgatens
to divide the United States into two peoples, two cultures, and two languages...” (30), as
the transnational construction of Mexicanness shows the U.S. nation cannot be properly
conceived of in isolation from Latin America. The continuous transnational flow of
ideas, capital, and people in the Americas has woven a complex cultural welnbetwee
the United States and Latin America. As Alexander Aleinikoff points “Cishe is
both more than a commonly held set of rights and less than a common culture. It is an

important joint venture, on a defined piece of territory, to which people contribute from

201



their particular circumstances (of faith, gender, occupation, race, regeatrancity)”
(21). Citizenship and nationhood in the United States cannot be conceptualized as
processes taking place strictly among citizens legally recogniztéee ). S.

Constitution. Rather, the process of nation-making is one where all the inhabitants of
territory are actively negotiating their cultural citizenship.

As guestions offatinidad continue to gain momentum within the United States, a
history of Mexicanness will continue to be re-constructed through studies of the
transnational circulation of Mexican culture and people. As long as media cuitéts
as CNN continue to show interest in the Latino community through reports such as
Latino in Americg2009) and the Latino vote continues to be the talk of political races,
attempts to deconstruct the cultural underpinningsathidadwill be made on the part
of journalists, politicians, and academics alike. Perhaps the crucial questiakeain
this study as well as future ones is one that Holly Barnet-Sanchez prasenstatement
in her study of pre-Columbian art: “It also became very clear that pre-G@orart in
general, and that from Mexico in particular, could never become part of a spBcific
U.S. patrimony” (258). The question of whether Mexicanness and other forms of
Latinidadwill ever become part of a U.S. patrimony is probably better gauged as a
guestion of “when” and “how” rather than “if.”

Although states and capital markets may attempt to wield and control the
deployment of Mexicanness, as the case of the Aztec Fair shows, it is a mode of
subjectivity that is ultimately negotiated by those who are invested indbeery of the
cultural citizenship conferred to them by their ancestral memory of trenahbterritory.

While Mexicanness continues to be “served and bought” through the marketing of a
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multitude of things Mexican, as the popularity of Disney’s Mexican Pavilionesigg

its possibilities for citizenship increase on both sides of the border through its
circulation. The residents of Pico Rivera understood this when they re-defined the
meaning of their Mexicanness to assert their place as Americans. Foophe qie

Mexico, it has been through the creation of pockets of cultural resistance that
disenfranchised citizens have sought to assert the civil rights guaraptéedNdexican
Constitution of 1917. In relation to the making of the Mexican nation, Agustin Basave
Benitez explains that, “Y si en el pais de las desigualdades hemos llegadmarimosag
herederos de muertos extrafios y precursores de nonatos ajenos y a ver a millones de
desconocidos como compatriotas es, a no dudarlo, por obra y gracia del mestizaje”
(152). But as the stories of resistance uncovered through the artifact sitggest
through “obra y gracia” of the making of Mexicanness that the people of Mexico have

become citizens of the nation.
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Figure 1: Piedra del sol, Museo Nacional de Antropologia,&20Bhotograph by Laura Cobian.
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Figure 2: The Goddess Coatlicue, Museo Nacional de Antropal&p06. Photograph by Laura Cobian.
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Figure 3: Coatlicue and the piedra del sol in the MonoGihllery at the Museo Nacion&hotograph
courtesy of the A.D. White Architectural Photograpollection, Cornell University Library.
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Figure 4: Fragments of circumcised phalluses at Uxmal. &frajph from theCatalogo del Salén
Secretq1926) held at the Biblioteca Nacional de México.
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Figure 5: Prehispanic phallu®hotograph by C.B. Waite. Photograph from Luis GkyaMorales
Moreno’sOrigenes de la museologia mexicana.
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Figure 6: Early 20th century lithograph advertisement fbe tCerveceria Cuauhtémoc depicting a
romanticized vision of the last Aztec empelanage courtesy of the Archivo General de la Naaind its
collection “El coleccionista. Felipe Teixidor.”

209



Figure 7: Photograph by Abel Briquet circa 1887 of the neimhugurated Cuauhtémoc Monument on the
open streets of El Paseo de la RefarRtaotograph courtesy of Cornell University LibraRare &
Manuscript Collections, A.D. White Photographs, @ttardt Collection.
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Figure 8: A postcard photograph of the relief sculptureCofauhtémoc’s torture locate on the left side of
the base of Cuauhtémoc’s Monumertiotograph courtesy of http://www.historiaperuatwyspot.com.
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Figure 9: Photograph by Nacho Ldpez circa 1962 of a man ddessindian costume posing next to the
“torture” relief sculpture of the Cuauhtémoc Monurhand what appears to be the fringe of a Mexican
flag. Pilgrimages to the Cuauhtémoc Monument bedafmequent during the latter part of the™@entury
though the occasional visit by local protestors naisterribly rare. Photograph courtesy of Univigrsif
California, San Diego, Image Gallery.
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Figure 10 The Mexican Pavilion at the 1901 Buffalo WorldFair. Image from A Few Facts About
Mexico(Mexico City, 1901).
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Figure 11: A view of the carefully crafted ethnology exhibitthe Pan-American Exposition. Image from
A Few Facts About Mexigdlexico City, 1901).

214



Figure 12 An image of the Pan-American Fair's Official Sealturing Latin America gently floating up
to touch North America’s helping han@ourtesy of the Warshaw Collection, NMAH Archives,
Smithsonian Institution.
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Guadalajara Pottery.

MADE BY THE AZTEC INDIANS. ANCIENT AND
MODERN STYLES.

The pottery made at Guadalajara is more widely known than
any other of Mexican manufacture. It is very light and porous,
being made of a peculiar kind of clay not found in any other
part of the country, and water kept in it cools by the evapora-
tion from the surface of that which passes through the sides of
the vessel—an item of great import- &
ance in a country where ice cannot be
had. From this circumstance the
natives refer to it as la loza fria de
Guadalajara—'‘the cold pottery of
Guadalajara ’—and the larger pieces
are known as enfriaderas, or refriger-
ators. The people who make it are
true descendants of the Aztecs, and
may really be called a race of potters,
as the custom of the country for
hundreds of years has been for the
son to follow the calling of the father,
and they have therefore naturally
acquired considerable skill in its
manufacture. This pottery is all soft
baked, without glaze, but highly o | getof vottle, cup and
polished with a brush or cloth, after plate.
which a peculiar varnish, made of silver-bearing clay, is applied.
The colors are gray, or ashes of roses, the natural color of the
clay when baked; a rich, dark red, said not to be produced else-
where, and an intense black. The better pieces are very
glaborately decorated in silver, gold and bright colors, and the
quaint designs which appear on them are very striking.

Figure 13 A page from théMexican Art and Curiosity Store Catalog(888) describing the Guadalajara
pottery made by “Aztec IndiansCourtesy of the NMAH Archives, Smithsonian Instibut
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Figure 14 A photograph of the Aztec Fair picturing somahef Mesoamerican artifacts placed on
exhibition as well as a sign reading “historicalmuies,” perhaps pointing to the several Mexican
mummies on displayhotograph courtesy of the National Anthropologisadhives, Smithsonian
Institution.
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Figure 15: The cover of an 1886 pamphlet describing thetatdhto be fou in the Aztec Fair. Courtesy
of the Warshaw Collection, NMAH Archives, Smithsamilnstitution.
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