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LetterEditorial

Over the last few years our magazine has tried to promote cul-
ture, art and education in a way rarely seen nowadays. We 
all know that social networks, streaming services and the in-

ternet have taken a gigantic step toward dominating how we acquire 
knowledge and information; we also know that there are things that, 
despite speed and innovation, just cannot be replaced—at least not 
yet. Picking up a printed magazine, slowly reviewing its pages, fee-
ling the weight of the paper and the smell of new ink, are experiences 
a Kindle, iPad, iPhone or monitor simply cannot imitate or provide. 
But don’t get me wrong! Every invention has its own charm. In fact, 
here at Mexico Intercultural we use social networks to reach the wi-
dest possible audience. Nevertheless, our core, the true essence of 
this project will continue to be our printed magazine. Our goal by 
remaining faithful to print is the following: to create a space tied to 
the tradition of sharing big ideas, incredible artistic, educational and 
humanitarian content that will feed your soul, dear reader. 

I wanted to begin this edition of the magazine with a quote from the 
extraordinary Jewish sociologist Zygmunt Bauman (RIP) because it 
summarizes what you read in the lines above. Evolution today makes 
us believe that the social evolutionary path through technology, 
however we label it, is the correct path. We feel, and I include myself, 
great joy upon obtaining a new item, an exorbitantly priced coffee 
with our name and a smiley face drawn on it, or when paying for 
an over-priced service known for its brand; we can always aspire to 
more. “We accept the love we believe we deserve.” We should all desi-
re more. Those of us that love art, literature, photography, painting, 
studying or any other recreational activity that marries the intellect 
and the soul, should want more! 

On this occasion we focus on the issue through the lens of 21st Cen-
tury art, trying to give you more. We join together in this evolution, 
both through our printed and digital editions, aiming for an interacti-
ve outlook. Though we will never give up our roots, we want to grow 
for you, our faithful reader, so that you receive a magazine capable 
of uniting both traditional and digital spheres. 

Thank you, and enjoy these pages.
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an art. And why shouldn’t it be? The constant 
desire to innovate a more visually attractive 
item—doesn’t this sound similar to a principle 
of art? The creation of something that captu-
res the viewers’ attention and evokes some-
thing in her? Let’s begin with something sim-
ple: light.

On one hand, light has become very important 
in 21st century art, even though many of us 
share the opinion that this is not innovative, 
as light and the effect of reflection are so ba-
sic to architecture, among other things. Light 
is a basic element in samples of contemporary 
art. Stephen Knapp, one of the precursors, 
was very well accepted in prestigious galleries 
for his series “The Lightpaintings”, which are 
lines of color with glass on supports, and stra-
tegically placed light that creates a visually 
pleasing reflection effect.

Streets are also canvases, sites and elements 
for artistic expression. Thanks to the internet 
and social networking, many have been able 
to appreciate the artistic works that appear at 
abandoned construction sites, revolutionizing 
street graffiti (which was scribbling for the 
sake of scribbling) into something meaningful, 
liberating and identifiable. 

There has been so much evolution that natural 
elements in the city now come into play. Ar-
chitecture has contributed to the integration 
of nature by seeking  more open and luminous 
spaces, employing old and abandoned struc-
tures to rebuild with light-filled edifices boas-
ting modern, austere details; what we now call 
vintage.

There is also much to discuss, criticize and di-
gest from the literary field. The literary evolu-
tion has been a constant retrospective, ultima-
tely related to its surroundings; that is, today 
the comic or graphic novel is considered a type 
of literature in rising generations in the West, 
while in numerous Eastern countries, manga is 
already an important part of culture. 

Feminism is a universal theme. Modern femi-
nism, despite some debatable stances, has 
opened the way for many female writers to 
bring their stories all the way to the halls and 
tables of the Nobel. This is the case for the 

Readers’ Caveat:
Dear reader, in the following lines there 
will be neither positions nor preferen-

ces, only critical and perhaps ironic perspec-
tives resulting from the subjective effects of 
postmodernism. Along the way I have come 
across many difficult things to digest, there 
are many ideas, opinions and millions of cri-
teria. So, generally, I have decided to express 
my own ideas and opinions, I have nothing to 
lose. Ultimately, in the 21st century, we are 
free to express ourselves as desired without 
having to care about being judged by others 
(hashtag this).

At some point I heard or read a reference to to-
day’s art as “light art” because of its accessibi-
lity and easiness for viewers to comprehend-- 
if only this were true! The truth is, when you 
encounter pieces like a giant blue square in 
the middle of a white room it doesn’t matter 
how much the painter explains the work, it is 
not that easy for everyone to take in, at least 
not knowing about the different types of au-
diences that may view it. 

Additionally, I have come across exhibitions 
where materials like glass, plastic, metal and 
even edible materials were used, alluding to a 
certain ¡je ne se quoi! that only allow me insi-
ght into the voluble and changing world whe-
re new trends constantly emerge. As a result 
I could only ask myself, was the art vegan or 
vegetarian? Or maybe Mexico has always been 
at the forefront of surrealism. 

Now, if we consider these questions, there 
may be people who believe that technology is 

Je ne se quoi!, 
that only allow me insight into the 
voluble and changing world where 
new trends constantly emerge. As a 
result I could only ask myself, was 

the art vegan or vegetarian? 
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poets form a ring and enter into a duel of 
words, leaving the classic parlor discussions 
behind.

Now, if anyone has been able to call attention 
from various artistic spheres, it has been Gui-
llermo del Toro. Many discuss his marvelous 
monsters--though there is more to his work 
than that—and his contributions to young 
adult literature and the terror genre with Da-
niel Kraus. Their Troll Hunters and other tales 
are well-received and evocative of old stories 
and different cultural beliefs, while also in-

troducing new gene-
rations to the myths 
and symbolisms of 
the past, expanding 
their knowledge and 
cultural horizons.

The author Neil Gai-
man has also made 
successful inroads in 
cinema and literatu-

re; many know him for Coraline and its pecu-
liar sense of terror that marked generations. 
But novels like American Gods really make the 
difference in our understanding of the mo-
dern multicultural immersion in which we live, 
how we are evolving and what is being shed, 
left behind and forgotten.

Film has become a strong forum of artistic and 
cultural expression. It has been populated by 
classic literary tales, but has also transcended 
theater (or evolved from theater). Now many 
directors take stories from the stage to the 

Nobel 2013 winner Alice Munro, whose no-
vels appeal to nostalgia in lived narratives and 
female protagonists who historically suffer 
through austerity, abuse, humiliation, discri-
mination and have even been forgotten.

Names that were forgotten or forbidden have 
resurged. Such is the case of Elena Garro, who 
was banned after many political and intellec-
tual scandals—anyone who remembers her, 
remembers her as Octavio Paz’s crazy ex-wi-
fe. Recently, a famous bookstore reprinted 
her work with the help and authorization of 
Helena Paz Garro 
who, for a long time, 
had been looking to 
bring her mother’s 
work back from exile 
and reestablish her 
name.

Her novel, Testimo-
nies about Mariana, 
is still pertinent even 
in this new century. The main character is fi-
lled with the sadness and truth of her actions. 
The prologue, written by Emmanuel Carballo 
illuminates what women still face when trying 
to succeed in the literary world. The author of 
the prologue argues that the characters and 
situations in the novel were based on Elena’s 
life (if this makes you curious, judge the pages 
for yourself).

Many poets’ words have opened doors to ero-
ticism from another perspective by initiating 
new trends, like creating events where urban 
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screen; it has become such a lucrative busi-
ness and our generations are fans of series 
and consumers of streaming platforms. 

Photography has been incorporated into the 
arts in a quick and integral manner. The need 
to capture moments and share them with 
others is recurring and certainly surprises us 
in peculiar ways. Canons of the art world are 
left aside in this type of photography. Work 
by the likes of David McMillan, who captured 
the tragedy of Chernobyl over the course of 
25 years, has transcended into our current 
world receiving different reactions. His work 
transcends because it captures the evolution 
and deterioration of a historic event. 

Likewise, the works of photographer Paul Sch-
neggenburger have captured essences and 
been interesting samples. Some of his most 
popular works were images depicting the atti-

tude of couples sleeping using an interesting 
black and white technique, disclosing many 
visible and unseen facets.

There isn’t much to say with regards to music. 
We are still immersed in the same evolution! 
The only thing that has changed is that now 
anyone can make music without having prior 
academic knowledge or even playing an ins-
trument. Making music is easy, all one needs 
is the right electronic equipment, consoles and 
mixers that do all the work to create a song. 
Musical and vocal talent are set aside because 
there are apps that correct lack of talent and 
make anyone sound incredible.

The musical bases are the same that were used 
half way through the last century. Outstan-
ding personalities from the greatest schools, 
now considered old school (nothing compa-
res to the classics!) like Jorge Viladoms or the 
conductor Gustavo Dudamel, and opera’s most 
outstanding talent, the tenor Rolando Villla-
zon. Musical reality is just a journey to the 
past with a lot of help from technology. Even 
so, various musical genres are fighting extinc-
tion by looking for a foothold in this century. 

It seems that contemporary art uses nostal-
gia, evoking something we look for in our ge-
neration’s past, something immersed in con-
notations of optimism with undercurrents of 
pessimism or vice versa. Nevertheless, we are 
only a quarter of the way through this cen-
tury, there is still so much to see, hear, try and 
know about the evolution of the fine arts and 
the reach of technology, and whether there 
is sufficient resilience within the arts to avoid 
being used to cover up the political and econo-
mic manipulations of the most power nations.

Click on this icon and you can see multimedia 
content in relation to this article.
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What does the word 
Náhuatl mean?

�e word Náhuatl can be understood 
as either a language or a world view.

By Carlos Ramos Rosete
Professor at the Puebla State Popular Autonomous 
University, MA from Atemajac Valley University
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As a language, Náhuatl was and is the ton-
gue of various indigenous communities 
located in the central region of modern 

Mexico. In the 16th century, it was the common 
language for various populations denominated 
Mexica.

As with any language, it has both an oral and 
a written expression. In its written expression, 
pure Náhuatl—used prior to the Spanish pre-
sence in what we now call Mexico—was made 
up of pictograms, ideograms, glyphs, ligatures 
and characters captured in amoxtli –books—
better known as codices. The word amoxcalli 
refers to the house of books, that is, the collec-
tion of books wherein was written the culture 
of Náhuatl-speaking pre-Hispanic populations. 
In fact, other languages like Mixteca or Mayan 
were also recorded in their own codices.

Many codices were destroyed when 
the Spanish first arrived, though 
they were later reconstructed. Friar 
Bernardino de Sahagún, at the Colle-
ge of Santa Cruz Tlatelolco, interested 
himself with the reconstruction of 
codices and in rescuing the Ná-
huatl culture of the 1630s. 

The reworking of these codices at 
the College of Santa Cruz Tlatelolco 
was done by Christian missiona-
ries and resulted in the birth of a 
mestizo Náhuatl language. In that 
reworking, the friars brought back 
not only old drawings; they also added explana-
tions with alphabet characters, producing a writ-
ten Náhuatl that incorporated Spanish letters.

The mestizo Náhuatl language that appeared in 
the 16th century commanded, to the extent it 
was possible, the pre-Hispanic pronunciation of 
Náhuatl. It was also important that this pronun-
ciation be captured in the written form using 
Spanish letters. 

If pure pre-Hispanic Náhuatl was expressed in its 
written form, through pictograms, ideograms, 
glyphs, ligatures and characters, then mestizo 
Náhuatl was written using alphabetic letters. 
Thus, for example, if an amoxtli or codex (new 
Spanish) reproduced the meaning of a certain 
god, the image of the god was engraved as in a 
pre-Hispanic amoxtli, but the image was then fo-

llowed by the Náhuatl name written in Spanish 
letters: Huitzilopochtli, Tlaloc, Quetzalcoatl etc. 
with a written explanation of the god’s function 
and identity.

In this way, mestizo Náhuatl served to create 
a written record so that the missionaries could 
read the ancient codices in the same alphabet 
they knew and used for Spanish, thereby be-
tter knowing the religion, practices and cus-
toms of the Náhuatl - speakers they planned 
to evangelize.

Because of this mestizo Náhuatl, people would 
come to know a great deal about the Náhuatl 
world view. This is the point that demonstrates 
how the word Náhuatl does not refer exclusively 
to a language, but also to a way of thinking that 

manifests a world view.

When we talk about a Náhuatl world 
view we are referring to a way of thin-
king unique to the Náhuatl-speaking 
populations and how they discuss 
their gods, humanity and nature. 
This world view belonged to those 
groups of people living in the cen-
tral region between the 14th and 
the 16th century, and this is how 

the Spaniards found them. Thanks 
to personalities like Friar Bernardino 
de Sahagún and others who were in-
terested in Náhuatl thought and not 

only translated the Náhuatl into Spa-
nish but also created the mestizo Náhuatl 

language, we can now know and have access to 
the Náhuatl world view.

Today’s experts, using the reworked codices 
from the 16th century and mestizo Náhuatl in 
conjunction with the archeological record, can 
search deeper within pre-Hispanic Náhuatl thin-
king as well as the beliefs of various other Me-
soamerican cultures, since the Náhuatl world 
view is a collection of cultural legacies going 
back to the Olmec and Teotihuacan civilizations. 
The divine Quetzalcoatl is an example of this.

Many codices were destroyed when 
the Spanish first arrived, though 
they were later reconstructed. Friar 
Bernardino de Sahagún, at the Colle-
ge of Santa Cruz Tlatelolco, interested 

When we talk about a Náhuatl world 
view we are referring to a way of thin

the Spaniards found them. Thanks 
to personalities like Friar Bernardino 
de Sahagún and others who were in
terested in Náhuatl thought and not 

only translated the Náhuatl into Spa

Click on this icon and you can see multimedia 
content in relation to this article.
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In Greek mythology the deity of life was a 
beautiful maiden with a sweet gaze and deli-
cate features. Her name was Persephone and 

she was the daughter of Zeus and Demeter. Her 
ancient Roman name was Proserpina.  One day 
she was walking with a group of nymphs when su-
ddenly Hades, brother of Zeus and god of the un-
derworld, crazily in love with the young maiden, 
made a great show of his selfish passion (typical 
of the classic gods) by surging from the depths of 
the earth and taking her back with him, crowning 
her queen of the underworld. Persephone’s sud-
den disappearance caused her mother Demeter, 
goddess of fertility and agriculture, to sink into 
deep sorrow. She left aside her obligations as a 
goddess and went in search of her daughter, cau-
sing the fields and trees to dry up. Wherever she 
went with her sorrow, she left behind a desert. 
As could be expected, these events had drastic 
consequences for humans who, without harvests 
from which to feed themselves, began to die.

Zeus became worried about what was happe-
ning on earth and began to feel guilty (again, 
Greek gods have human emotions) for not doing 
anything to stop his brother Hades, even thou-
gh he knew about his impetuous character and 
his love for Persephone. So Zeus demanded that 
Hades release Persephone from the underworld 
and return her to her mother’s arms. However 

The myth 
of the rapture of
Persephone 

powerful Zeus was, he lacked the Christian god’s 
omnipotence, and he was unable to obligate his 
brother to obey. Apparently, Hades would only 
let her free if while walking the road from the un-
derworld, Persephone would eat absolutely no-
thing. However, the maiden ate six pomegranate 
seeds from the underworld during her journey. 
This is a controversial point because some peo-
ple believe she ate the seeds of her own free will, 
perhaps enamored of her captor; while others be-
lieve that Hades tricked her into eating them. Be 
it how it may, she broke the conditions imposed 
by Hades, who then condemned her to remain six 
more months at his side in the underworld, then 
six months with her mother, alternating for the 
rest of her life.  According to mythology, these 
alternations in Persephone’s location provoke the 
changes in season. During six months (spring and 
summer) the earth is fertile, the trees bear fruit, 
flowers bloom and the fields are filled with res-
plendent color. The other six months, when Per-
sephone must be in the underworld with Hades, 
the trees and flowers lose their glow and the ear-
th its splendor; these are the months of fall and 
winter. Thus Persephone went from being the 
deity of life to antagonistically also being that of 
death and destruction.

This myth not only explains the origin of the sea-
sons; it also represents the duality of the divine 
and the carnal, innocent and perverse, even ma-
chismo and feminism--understanding this last 
concept as the legitimacy of women deciding the 
course of their own lives. In this sense, the myth 
of the rapture of Persephone hyperbolizes rites 
of passage previous to marriage, now traditions, 
where the man must kidnap the woman more or 
less symbolically depending on the time, place 
and background of his future wife.

By Dinorah González
BA in Classic Studies, MA in Ancient Mediterranean Studies, 
Universitat Oberta de Catalunya, Valencia Campus, Spain.

�us Persephone went from being the 
deity of life to antagonistically also 
being that of death and destruction.
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The rapture of

in the art world
Persephone

Artists from many different eras have 
chosen to depict this myth. It is an 
especially attractive theme with a 

variety of interpretations, many characters 
and different scenes-- from the underworld 
to Mount Olympus passing of course, throu-

gh the earth inhabited by humans. In my 
opinion, the most exquisite and famous 

work on this subject is the exalted ba-
roque sculpture by Bernini, which uses 
the structural dynamic of a spiral: his 
way of representing flesh with marble 

is simply magical.
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The Aesthetics 
of Violence
By José Valderrama Izquierdo
Professor at the Iberoamericana University of Puebla  
MA in Visual Arts from the Autonomous University 
of Mexico

An aesthetic commitment, capable of blocking our democratic evolution, is 
one that involves epistemological violence operating from the fragmentari-
ness of those who aspire to and exercise power. As they try to establish the 
imposition of symbols and provisions mediated by their own interests and 
insecurities, they reflect not only the inability of our societies to assume his-
torical responsibility, but also a lack of awareness and consistency in our own 
concept of democracy. This can result in a drastic assertion on the aesthetics 
of our lives: we do not usually visualize and differentiate the variances be-
tween incompetence and the intentionality around this incompetence. 

Click on this icon and you can see multimedia 
content in relation to this article.
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The democratic aspirations subsist and 
persist in a convulsing world where pro-
found inequalities are produced by and 

result from the same democracy. We cannot 
hide how the concept itself becomes more con-
crete when we see power exercised through the 
interests of certain administrations or planned 
to benefit individual people. Democracy dispo-
sed in this way becomes an understood politi-
cal game that distances itself from politics.

In this way, we face a visual fantasy from which 
various levels of epistemological violence ex-
tend. One of them is the very creation of the 
democratic illusion that supports solidarity-ba-
sed, transformational discourse, but results in 
mise-en-scene and sedative mediations. Ano-
ther one is the violence silently exercised to 
normalize harrowing aesthetic processes as 
prevalent multiform violence. Or that struc-
tured and consolidated violence established 
through the operation of collective ignorance, 
reinforced by an oversaturation of collective 
information and entertainment. And yet ano-
ther instance of epistemological violence—that 
which is permitted by science and technology 
used simply to alienate profitable individuals 
for whom realities must be created and filtered.

It is important to note that the incompetence 
referred to at the beginning reflects an aliena-

ted and impossible aesthetic unable to liberate 
truly democratic processes. When discussing 
a democratic evolution it is possible to assume 
we are far from establishing long-term priori-
ties, since the epistemic violence temps us to 
attend to fictions and rhetoric on immediacies. 
This is why it is so important to assume respon-
sibility for the current possibilities presented 
to us through science and technology. But this 
will only be possible if we can jointly change 
the symbolic aesthetics by utilizing the tools 
and institutions necessary to legitimize cons-
tant change. 

Ultimately, we can exemplify this through the 
possibilities of a metaphor, and imagine a sce-
nario in which one person tries to take on the 
responsible symbolic construction of her being, 
yet nevertheless is unable to achieve true awa-
reness of her self--there is too much noise, she 
is unable to find her creative self and reinvent 
herself as necessary, since her structures are 
too rigid for her innate flexibility to work. This 
is how, in our societies, innate flexibility is bloc-
ked in an increasingly paradigmatic manner as 
we create a differentiated and diverse aesthe-
tic collective, or in our hope for a democratic 
evolution, which would require clear admission 
of the possibility of uncertainty. Uncertainty 
can also become a tool used to vindicate a dog-
ma-proof, collective, flexible creativity. 
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through the lens of 
Cinema

Post-modern 
Architecture 
and Urbanism The liberty and fluidity of the space-time 

continuum as provided by cinematic mon-
tage is more like the spaces represented in 

movies on the immateriality of the imagination, 
even when filmed in real places. In this way, ar-
chitecture and cities become a fragmented ne-
twork of spaces in the viewer’s mind, which in 
turn connects to memories of other vivid images.

This type of fluidity and the lack of precisely 
defined characteristics in cinematic images can 
connect the similar post-modern ideas that mul-
tiplied in architecture and urban-planning be-
ginning in the second half of the 20th century. 
A profusion of different viewpoints comprised 
a wider view of both theoretical and practical 
architecture. In this way, movies can be strong 
contributions to the understanding of the frag-
mented thought that characterizes post-modern 
architecture.

Below I will present four movies that address di-
fferent aspect of architecture and urbanism du-
ring the post-modernist movement.

Cinema has been studied by architects and 
other professionals interested in architectu-
re and urbanism to offer a more subtle and 
receptive perspective on this discipline, ac-
cording to Finnish architect and Professor Ju-
hani Pallasmaa. Because of its technical and 
aesthetic particularities, film goes beyond 
simple representation, becoming a powerful 
medium to transmit ideas and concepts rela-
ted to architecture and urban space.

Bibliography 
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Technological Dystopias  
Blade Runner: The Android Hunter 
(Ridley Scott, 1982)

Dystopic visions of the future of cities also 
create spectral intersections between architec-
ture and film. One example of this is the movie 
Blade Runner, which introduces a fictitious city 
(San Angeles). It is the product of a new cy-
bernetic society: different architectural styles 
are superimposed as the result of many years 
of hybrid use of space and structures that are 
not always compatible and that eventually ge-
nerate residual spatiality.   The environments 
are dystopic manifestations of postmodernism 
guaranteed by capitalist supremacy in the 
post-industrial era.

The suburbanization of life 
Pulp Fiction: Violent time 
(Quentin Tarantino, 1994)

Quentin Tarantino sets forth the periphery of a 
generic city as the setting for a series of banal 
stories: his characters are unemployed, assas-
sins and waitresses in hotels on the edge of a 
highway. They add to the plot of what we can 
call dirty realism, a plot that could take place 
anywhere in the world. The phenomenon of the 
propagation of American cities can be seen at 
various moments in the movie, and the low ur-
ban density becomes a metaphor for the feeling 
of a parallel space in the characters’ psyches. 

A Celebration of Control
The Truman Show: The Show of Life 
(Peter Weir, 1998).

Truman is the main character of the biggest 
reality show ever produced, but he doesn’t 
know it. Since birth, thousands of cameras 
have followed his life and everything and ever-
yone around him are part of a massive televi-
sion production. The setting of this story is no 
less fictitious: it is a thoroughly organized city, 
with single-family homes isolated on lots, per-
fectly manicured gardens and good citizens. It 
is designed to fit in with new North American 
urbanism. The scenario of this program is the 
precise reflection of the superficial characters 
and attractions of television in which Truman 
unwittingly stars.

Suppression of place
Wings of Desire 
(Wim Wenders, 1987)

Wings of Desire is set in Berlin, just before the 
wall is torn down. Fragmented, the city pre-
sents itself as a series of superimposed but 
disconnected patches without memory, a con-
dition mirrored in its inhabitants. The architec-
ture and the city, or the void left by them, beat 
down the characters’ psyches, provoking priva-
te, particular memories of places that now exist 
only in their absence, or as intimate projections 
of the characters’ minds and emotions.
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Though it is true that the vast majority of 
pieces exhibited in the halls of museums 
present thoroughly recorded, documen-

ted, shared and well-known artistic characte-
ristics, there is a small percentage of works 
that have been produced based on entirely di-
fferent motives. Various generations of Marcel 
Duchamp’s great-grandchildren—and without 
a doubt he was one of the most mischievous 
great-grandfathers in contemporary art—can 
attest to how the introduction of the ready-ma-
de more than a century ago marked the begin-
ning of change in Western art.

When commenting on the particularities of con-
temporary Art, Nicolas Bourriaud noted, in his 
time, that artistic activity  is no more than a great 
and complex game in which shapes, modalities 
and functions change according to epochs and 
the characteristics of the social context develo-
ping around them. Therefore, there is nothing 
surprising in the fact that, more than a century 
after the appearance of vanguard artistic pro-
posals, art is completely different than that pro-
duced in the 20th century. It is worth remem-
bering that during this time, noble materials 
were progressively removed from the studios of 
sculptors, including marble or bronze. Likewise, 
painters also began to use different materials, 
like newspaper clippings incorporated into their 
field of two-dimensional work, superimposing a 
new and unexpected collage on the traditional 
oil surface. As the frontiers between different 
types of objects, techniques and materials has 
been slowly erased, the field of artistic possi-
bility is rewritten again and again, opening the 

Deciding to visit the las exhibition of contempo-
rary art mounted in a trendy museum, guided 
only by publicity and paid media commentary, 
can result in an especially disappointing expe-
rience if one does not have sufficient aesthetic 
criteria to understand and grasp what one sees. 

of our TimesThe Art
By Laurence le Bouhellec
Full professor in the Anthropology Department, UDLAP 
MA in Visual Arts, University of Paris VIII
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original, select group of destined art objects to 
a group of art objects in metamorphoses, mixed 
and confused, that catch the viewer off-guard.

If, generally, art in the 21st century has conti-
nued to develop on these bases with the addi-
tion of other bases as well, from land art to con-
ceptual linguistic art or not including ephemeral 
body art, one final, significant change is missing: 
accepting that now anyone can produce so-
mething art-like to be inserted into the official 
gallery and museum circuit. Even if this person 
has never received the formal disciplinary trai-
ning once required and considered “normal” for 
artists to have. Though it may be true that the 
Art Brut category has existed for decades, mu-

seums have also opened to exhibiting this type 
of art, for example in Laussane, Switzerland or 
Lille, France. We have arrived at a time in which 
not only consecrated artists are directly inspi-
red by the techniques of Art Brut, but also their 
respective works can hang in the same curatorial 
spaces. Thus, the project thought up by Lucien-
ne Peiry, Inextricabilia, hung in 2017 in Paris, 
France, was truly extraordinary in that it allowed 
all different types of work to hang together and 
be recognized for the public or private symbo-
lic value formulated by each one, independently 
of their formal heterogeneity or socio-historical, 
cultural provenance. 

The exhibit opened its doors to works produced 
by renowned Western artists, as well as anony-
mous works produced beyond the old continent; 
destiny concept art, metamorphosis concept art, 
art from formally trained artists and art produ-
ced in the solitude and isolation of a detention 
centers or asylums. All of the works and objects 
exhibited had materials and techniques in com-
mon including natural or synthetic fibers, em-
broidery, weaving etc. In this case, being named 
Judith Scott, Annette Messager, Louise Bour-
geois, Michel Nedjar or Arthur Bispo do Rosa-
rio was unimportant. Apparently, the prophecy 
made by Arthur Danto at the end of the 20th 
century is coming true:  no type of art can face 
off historically with any other type of art, nor 
can one be truer than another.
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Ne no toca Martin Juárez Montes ti chan-
ti nikan, San Bernardino Chalchihuapan 
Ocoyucan, Coetlaxcoapan, huan ki niki 

kihtoz” kampa kate coahcoalli tetetzitzi”. Nikan oc 
mo tlahtoa in náhuatl, ti nahuahtlatohke. Ki pia  
miek xihuitl nikan  to cohcoltzitzihua o mo chanti-
co, kihta to huey amatzi 1545.                              

                                                    Tocha ka ic tlatzintla de Coetlaxcoapan, ohtli co-
etlaxcoapan-Atlixco ti mo malakachoz ipan Caxto-
lli huan ce kilometro, itlan Coatenex kah to cacal 
nikan nochti o ti cenotzke. Tech motillia to tete-
petzitzi “Chalchicueya”, “Citlalla”, “Teponaztli”, 
”Coatenex”, “Millohka”, “Tepatlactli, “Coatepetl” 
huan, “Kimichtepetl”. Nikan kihta tlatekipanoa-
lla ipan millo, coatepetl, coatenex, chalchicue-
ya,  Ipan chalchicueya ka ce tlachihual tepetl, 
nohuihki millo, nohuihki tlalcomulco. Ocatka ce  

Ahuehuetzintli kihta to tatantzitzihua itlan ahue-
huetzintli kizaya  atztintli, huan temoaya in ate-
peyatl ic tlani hasta achohchopohco, ce atlahtli 
nochi non ki tocaya xochitl, tlaoltzintli, yeyetzi, 
chilli, occeki… Nohuihki itlan coacoahtzi nochti 
to cohcoltzitzihua atlia, ki huikaya nin tzotzocolli, 
otlapakaya tenco in atepeyatl. Nohuihki kihtoa 
chantia ce tlakatzintli itoka Pedro Cecilio ihuan La  
Luz Paz. Okatka kiuhpehki huan teotlazki huan 
tlatekipanoaya ipan atzintli, ninke  tlakatzitzi ki-
hta o ki titlanihke para san Juan epatlan. Ipan nin 
coacoahtzi nohuihki kihtoa oya huan  ope tocha, 
iknikan itoka barrio de Ahuehuetitla, Occe ope 
huya, mo tocayotia barrio de “Techaloya”  ka  ik 
tic kalaki tocha, huan itokayotl kihtoa techa oya, 
huan tecolozco nohuihki barrio, nikan kenin in 
barrio kihtoa iknikan okatka ce colohtzi de tetl, 
yei mo kaki kenin upe to huey Chantli. Mo mat 
ce tepetl miek ye kix mati kihta kalaki ihtec tlah-
co tlalli, huan kizatihue huehka, itoka   “Xicocallo” 
huan non kiniki kihtoz. Nikan ti chantia huelliz 
5500 tocnitziztihua huan kate ipan occe tlalli oc-
ceki miek tocnihua.

Place of
the Precious Stones

By Martín Juárez Montes 
Documentarian and Cultural Promotor Studied Documentary 
Production at Cinematographic Production Trade Guild of 
Mexico.  
Director’s Section. Trained at CAVAC Mexico-Denmark.
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My name is Martín Juárez Montes; I was 
born in San Bernardino Chalchihua-
pan (Ocoyucan, Puebla) which means 

“Place of the precious stones.” In my town we 
still speak our original language: Náhuatl, cen-
tral Náhuatl. Our community, according to our 
codex, was founded in approximately 1545. 
Chalchihuapan is south of Puebla City, on the 
Puebla-Atlixco highway kilometer 16, on the left 
hand side towards the mountain Coatenex, whe-
re we live. We have eternal guards (as we call our 
hills) called: Chalchicueya, Citlalla, Teponaztli, 
Coatenex, Millohka, Tepatlactli Coatepetl and 
Quimichtepetl. 

It is told that the hills Quimichtepetl, Chalchi-
cueya, Millohka and Coatenex were venerated 
centers; between them stood an ahuehuete (our 
grandparents tell) from which sprung enough 
water for the entire town. People would come 
with their clay pots and take the water back 
to their homes. People also did their washing 
here. The river ran from the ahuehuete to the 
Achochopohco canyon. Water was stored in the 
Achochopohco area that was used to water field 
of flowers, chili, corn, squash, beans etc. Accor-
ding to oral tradition, people made necklaces 

of semi-precious stones at this foundation site 
and offered them to the river. Two older people 
lived next to the ahuehuete tree: Pedro Cecilio 
and La Luz Paz, who were weather seers and 
devotees. People think they are responsible for 
both the great tree and the river drying up and 
disappearing forever. Our sacred, age-old tree 
was cut down on September 26th, 2012. The se-
cond founding was as its name tells: Techaloyan. 
“Techa” strange place or stranger’s home, and 
“hoya”, which means left. The name then means: 
“those left to live in a stranger’s home.” This is 
the most well-known version of the founding 
and this knowledge is passed down orally. The 
third founding of the town, about which very li-
ttle is known, involve a monumental cross placed 
in the neighborhood of Tecolozco, which means: 
“te-tetl”, Náhuatl for rock, “coloz-colotzi”, lite-
rally “stone cross.” We believe that the Spanish 
colonizers arrived here. Recalling the creation 
of the Aztecs and Chicomeoztotl, there is a now 
well-known place in our town called Xicocallo, 
“xic” for belly button, and “callo” for a place with 
many houses.  Currently in the center, where 
there are many houses, there are also three ca-
ves that lead to different parts of the mountains, 
or what we call: from space time.
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