A Spiritual Manifestation of Mexican Muralism

Works by Jean Charlot and Alfredo Ramos Martinez

BY

AMY GALPIN
M.A., San Diego State University, 2001
B.A., Texas Christiatuniversity, 1999

THESIS

Submitted as partial fulfillment of the requirements
for the degree of Doctor of Philosophy in Art History
in the Graduate College of the
University of lllinois at Chicago, 2012

Chicago, Illinois

Defense Committee:

Hannah Higgins, Chair and Advisor

David M. Sokol

Javier VillaFlores, Latin American and Latino Studies
CristianRoade-la-Carrera, Latin American and Latino Studies
Bram Dijkstra, University of California San Diego



| dedicate this project to my parents, Rosemary and Cas Galpin.



ACKNOWLEDGEMENTS
My committee deserves many thanks. | would like to recognize Dr. Hannah

Higgins, who took my project on late in the process, and with myriad commitments of
her own. | wil always be grateful that she was willing to work with me. Dr. David Sokol
spent countless hours reading my writing. With great humor and insight, he pushed me to
think about new perspectives on this topic.
his wonderful ability to be a strong mentor. | have known Dr. Javier ¥ildaes and Dr.
Cristian Roade-la-Carrera for many yearand | cherish the knowledge they have shared
with me about the history of Mexico and theory. The independent studies | tihok wi
them were some of the best experiences | had at the University of #thatago. |
admire their strong scholarship and the endurance they had to remain on my committee. |
am grateful to thepand | look forward to reading their future books and kasicl am
delighted to have met Dr. Bram Dijkstra in San Diego. Bram has a profound
understanding of American art in Southern California. It was an honor to have him serve
on my committee, and | look forward to future conversations about the art produced i
the region we both call home.

Many friends, family, and colleagues made the completion of this project
possiblel would like to recognize the support of Donna Korey, Margaret Denny,
Catherine Burdick, Bronwen Solyom, John Charlot, Lisa Banks, and Margarita Nieto.
Thanks taJennifer Faletto and Jon Galgor theirinvaluable feedback. | would like to
extend gratitude to my colleagues at The San Diego Museum of Art, including Dr. John
Marciari, Dr. Ariel Plotek, Alexander Jarman, Amy Britt, and Gwen Gomez. | am
particularly grateful for Gwenéeaxudeddustt i ng pr o

when | needed iMost ofall, | would like tothankDr. Julia



ACKNOWLEDGEMENTS
MarciariAlexander, whoatays bel i eved that | would finist

advice in all art matters have proven to be vital.
Finally, I would like to acknowledge my husband Russell Petty, who supported

me throughout this process and whose patience knows no bounds.

AKG



TABLE OF CONTENTS

CHAPTER PAGE
[ INTRODUGCTION. ...ctttiiiiiee e immee et esees bbbt e e e e e e e e s snmseeeeees 1
A. Literature Revew and ReSearch..........cccoooviiiiiiiiieeeiiii e 7
B. Frameworks for ANAlYSIS........coiiiiiiiie e eeeeeeeeee e 19
C. Cultural ContexXt IN IMEXICO.......ciiiiiiiiiiiiiiiieireeiirbbbe e e e e e e e s eeeseeeerreeaeaaeeeas 24
D. Setting the Scene in the United States..............eeeviiiiieeciiiiiiiiiiiieieccee e 27
E. Outline of the DISSEMatiON...........cuuiiiiiiiii i 33
[ O] T 11 1S3 o o PP 35
[ JEAN CHARLOT ..ottt e ees sttt semns st e e e e e e e aaaaaaeeeeemmeeees 37
A. Early BiOgraphyi.. ..o 38
B. Shifting Roles: New Professional Directions for Charlot..................ovvvvieee... 59
C. Charlot and HIS PEEIS..........uuuiuiiiiiiii i ettt s e e e e e e e e e e eeeesa s s s e e e e eeeeaeeeeennenee 74
D. Charlot and Scholarship..........ccoooiiiiiiiiiiee e 76
E. Charlot and the Mexican PeopIe...........ccooeeeiiiiiiieeeii e 82
F. Romantic Mexico and BeYONd..........cooouiiiiiiiiiiiccieeeeeeeeeeeeeee s 87
[Il. CHARLOT AND RELIGIOUS ART....coiiiiiiiiiiiiiiiteieeeiiieeeeee e e e e 123
A. Charlot and Largé&cale Religious Works in the Midwest................oooeeeee. 124
B. Rel i gi ous Commi.s.s.i.o.n.s...i.n..Hawa.i..4138
C. Other Religious CONNECLIONS............uvuuiiiiee s e aeeer e 151
D. The Resonance of His Earlier Religious Prinis.............cccooiiiiccee e 157
E. Cartoons, Cards, and Posters: The Religious Ephemera of Chatrlat.......... 160
[ O] T 11 1S3 o o PP RPPPPP 165
IV. ALFREDO RAMOS MARTINEZ.......coviiiiteeiecee e seeeee e emeee s 206
A. Early Biographyi.....coooouiiiiiiii e e 207
B. Ramos Martinez and the Open Air SChooIS............coooiiiiiiiee e, 218
C. Murals for ENsenada, MEXICO.........ivuuiiiiiieieeee e eeeeee e e e e e s eemmaaesseneeeans 225
D. Santa BarDara.............uuueiiiii e e 234
E. Mary, Star of the Sea........c.ooovviiiiiii e 237
F. La Avenida Caf@...........ouuuiuiiiiiii i eern s e e e e e e e e e e e e e e eeeananenas 239
G. SCHPS COllEOE... . i e et e e e e e e s mmmeees 242
H. Other WOTKS. ... eeen e 243



TABLE OF CONTENTS

CHAPTER PAGE
I. ReCeption Of WOTKS........ccoo ittt e e e e e e 248
J. EACating Others. ... ...t 251
(OO0 o] 11 [0} o PO RPPPPRRRN 259

V. CHARLOT AND RAMOS MARTINEZ AND A UNITED ARTISTIC VISION... 289
A. Faith and Mexican MOOEINISIL...........coeviviuiruriimmmeeeeeeeeeeerieiie s eeeeeeennnes 290
[ L] T Lo U ES R @ 0] o] =« 297
C. Shared SUDJECLS........ccoiiiiiieeee et e e e e ennnnes 309
D. Quest for Social Justice and Religious Implicatians...............ccccevieeevvnenee. 312

V1. CONCLUSION......iiiiiiiiiiiiie et ieesiibbes e e et e e e e e e e e e seereeeeeeaaaaaaeaaaasassssssmmneeeens 329

(O I I B I I N U 341

RV 1L 1 PSP PPPPPPPPRPP: 351

Vi



LIST OF FIGURES

| mages

FIGURE PAGE
1. Jean Charlot, Untitled (wood carving), €. 1918...........ooiiiiiiiiiimeeee s 97
2 Bataille des pyrami de.s.....an..ex.ampgd e of |
3 Jeux de | 6enf acd@Ep.i.maal.ex.amp.l.e....0.99
4. José Guadalupe Posada, Nuestra Sefiora de.San............ccceeeeeeeeeieeeeeeeeeeee, 100
5. Jean Charlot, Les blessés au travail, 1918.............ccoooiimerieeieiicienirieeeeeas 101
6. Jean Charlot, Massacre at the Main Temple, 1B22................viiiccreeeernnnnnns 102
7. Jean Charlot, Dance of the RIibbons, 1923.........coooiiiiiiieeeeeee e 103
8. Jean Charlot, The High Comb, Yucatan, 1935..............coovvviiieeeeceiieeeeeeieiins 104
9. Jean Charlot, Head, Crowned with Laurels, I1834.........ccccccceeiiiiiiieeeiiieee e, 105
10. Jean Charlot, Cotton Gin, 1942...........ouviiuuiiiiireeeeeeiesr e e eeenaa s 106
11. Artist Unknown, Charlot working on a mural with studentd9d1l.................... 107
12. Jean Charlot, Time Discloseth All Things, Cortes Lands in Mexico, and
Paratroopers Land in Sicily (detail), 1944..........oooeiiiiiiiiiiieeeeeeee e 108
13. Jean Charlot, Time Discloseth All Things, Cortes Lands in Mexico, and
Paratroopers Land in Sicily (detail), 1944..........oooriiiiiiiiiiieeeeeee e 109
14. Jean Charlot, Mexican Kitchen, 1948..............coovriiiie e 110
15. Jean Charlot, Woman (Profile), 1949...........ccoorririiiiee e 111
16. Jean Charl ot , Manbés Wi sdom Su.b.dlti2zes t he
17. Jean Charlot, The Sacrifice of ISaac, 1933...........ooiiiiiiiiiceereieeee e, 113
18. Jean Charlot, Woman Standing, Child on Back, 1933...............ccevrieeeeeen. 114
19. Jean Charlot, Woman Washing, 1933..........ccooiriiiiiie e 115
20. Jean Charlot, LUz, 1933 ... ..o iiiiiieeeeeeeeer e 116
21. Jean Charlot, Village Fiesta, 1960............ciiiiiiiiieeeiiiiiiieeeee e e e e ee e e semeenae e 117
22. Jean Charlot, War Drum, 1950...........ccoiiiiiiiiiiieceii et 118
23. Jean Charl ot, Rel ati on94%.f...Ma.n...alad

24. Jean Charlot, On Strike at the Capitol, Refuse Collectors, Hospital Laundry, The

Strike at Nuuanu, Road and Board o&i& Supply Workers, and Cafeteria

Workers and Custodians, L1 FD.......cccuuuuiiiiuuiiiiii i eenee s 120
25. Jean Charlot, On Strike at the Capitol, 1970...........cccuvviiiiieemiiiiiiiiieeeeeee 121
26. Jean Charlot, The Strike in Nuuanu (detail), 1973..........ccccooiiiiiieinreiiiiee, 122
27. Jean Charlot, Tropical Foliage, 1057..........uuuuiiiiiee e e e e e aeeenns 168

vii

Natur

n

e



LIST OF FIGURES

Grove,

FIGURE PAGE
28. Jean Charlot, Sacred Heart, C. 1960.........cccouuiiiiiiiiiieeieeeee e e 169
29. I nterior of St. Cypri and.s.,....Ri.v.el70
30. Jean Charlot, Station 6, Veronica wipes the face of Jesu$,3[@35................. 171
31. Jean Charlot, Trinity and Episodes of Benedictine Life, 1959....................... 172
32. Jean Charlot, Virgin of Guadalupe, 1959............ccoooiiiiiiiieeii e 173
33. Helen Rand Parish, Our Lady of Guadalupe (New York: Viking, 1955)........ 174
34. Jean Charlot, Trinity and Episodé®Benedictine Life, 1958..............cccccvvvvneees 175
35. Jean Charlot, Joseph's Carpenter Shop, . 1957...........ccovvvviiieeeeeeiieeeeeeeiiiiienns 176
36. Jean Charlot, Our Lady of Sorrows and the Ascension of our Lord, Farmington,
1Y Tod T =T g T o 1 177
37. Jean Charlot, preparatory drawing for Our Lady of Sorrows and the Ascension of
our Lord, Farmington, Michigan, 1961.................ouiccciiieeeee s 178
38. Jean Charlot, Nativity Scene, 1954 ..........oovviiuiiimiicceiieeeeeiiins e eeeeeeeenes 179
39. Jean Charlot, Oikume (in collaboration with Claude Horan), 1958............... 180

40. Jean Charlot, St. Albert the Great Patron of Medical Technologists,.1958..181
41. Robert Shipman Thurston Jr. Memorial Chapel, Punahou School, Honolulu,

Ha Wad 0 182
42. A door at Robert Shipman Thurston Jr. Memorial Chapel, Punahou School,

Honol ul u.,..... [ 7= T VA T TR o T T 183
43. Evelyn Giddings, Betrayal, 19671.............ccccoeeeiiiiiiiieeei e 184
44. Jean Charlot, Drawing f@etrayal, 1967..........cccceeeeeeiiiiiiieeeie e 185
45. Evelyn Giddings, Denial of Peter, 198 .............ccoooeiiiiiiiiiiieee e, 186
46. Jean Charlot, Drawing for Denial of Peter, 1967...............ovvvviiccceveeeeeeeiiinnnns 187
47. JearCharlot, Compassionate Christ, 1958...........ccccoiiiiiiiiiime i, 188
48. Jean Charlot, Station 2, Stations of the Cross,.1958..............cevviieeeievvinnnnnne. 189
49. Jean Charlot, Preparatory drawing for Compassionate Christ,.1958........... 190
50. View of the altar and Jean Charlot, Way of the Cross,.1956...............cc..e.e. 191

51. I nterior of St . Wi I |l i amb.s...Ch.u.r.clB2
52. Jean Charlot, Statidr8, The Body of Jesus is Removed from the Cross,.195803
53. Jean Charlot, Sacred Heart, 1969........cc.ooniin e 194

Hanal

e

54 . Jean Charl ot , Stations of t.h.e..CBPs s s, St .

viii



LIST OF FIGURES

FIGURE PAGE
55. Jean Charlot, Station 12, il meurt, 1918...........coviuiiiiieeeee e eeees 196
56. Jean Charlot, Way of the Gg) 1918 (reprinted in 1977) at St. Philip of Neri,
RoCK Hill, SOUth CarOliN@..........oiivuiiiiiiii e e e e 197
57. Jean Charlot, Christ as the Vine, with SRIfB59...............cccooiiiiinee e 198
58. Jean Charlot, Untitled (AFirst Ti
DECEMDBDET 22, LO57... .. ittt ettt e e e rmmt e e e e e e e e e e e e 199
59. Jean Charlot, Christmas card, Ca. 1941 ......cuiiiuniiiieceeii e eeenes 200
60. Jean Charlot, Christmas card, 1951.......cccoeiiiiiiiiiiiccc e 201
61. Jean Charlot, Christmas card t0 D#0 ElI0€SSEr...........ccoovviiiiiiiiiicceeeee 202
62. Jean Charlot posters for annual luau for the Newman.Cluhb......................... 203
63. Jean Charlot, murals for St. Francis Xavier Church, Naiserelagi, Province of Ra,
T e 1 7 OSSR 204
64. Jean Charlot, Christ and the Samaritan Woman at the Well,.1978.............. 205
65. Alfredo Ramos Martinez, Mallorca, 1908.............coooiiiiiimmmn e 261
66. Alfredo Ramos Martinez, Printemps, 1905..........cccovviiiiiiiicceiiieeeee e 262
67. Alfredo Ramos Martinez, Untitled (Portrait of a Woman), 1910.................... 263
68. Alfredo Ramos Martinez, Untitled (Dolores Del Rio), 1930Q...........c...ceeeuveenne 264
69. Alfredo Ramos Martinez, Untitled (Flowatterned Murals), 1930.................. 265
70. Alfredo Ramos Maimez, Untitled (Mural at Bar Andaluz), 1930..................... 266
71. Alfredo Ramos Martinez, Untitled, 1930.........ccccviieiiiiiiiecceeeeeiee 267
72. Alfredo Ramos Martinez, Offering to the Risen Christ, 1934............cccccoeeee 268
73. Alfredo Ramos Martinez, The Guardians, 1934............coooiiiiiieee s 269
74. Alfredo Ramos Martinez, Procession of Nuns and Monks (detail),.1934.....270
75. Alfredo Ramos Martinez, Friars and Nuns, €. 1934.......ccccccceviiiiiicccnnnneeennn. 271
76. Alfredo Ramos Martine&uffering Humanity, 1934.........ccccccoiiiiiiiniiicccenneenn. 272
77. Alfredo Ramos Martinez, Peace be unto you, 1934.............ccccccevvmrveeennnnnnns 273
78. Alfredo Ramos Martinez, Mary, Star of the Sea, 1937.........ccccvvvvvviiiceciinnnnne. 274
79. Alfredo Ramos Martinez Market Day, 1938................ovvvviiicceeeeeeeeern, 275
80. Alfredo Ramos Martinez, Flower Vendors, 1946...........ccccceeiiivieeeeennnnnnnnnnn. 276
81. Alfredo Ramos Martinez, Flower Vendors (detail), 1946...............c.covvveeee... 277
82. Alfredo Ramos Martinez, Flower Vendors (detail), 1946............ccccovvvvieeeen... 278

iX

me



LIST OF FIGURES

FIGURE PAGE
83. Alfredo Ramos Martinez, Mancacoyota, 1930.............cccccvvvimmmreeeeiicnnnennne. 279
84. Alfredo Ramos Martinez, Woman from Tehuantepec, c..1930..................... 280
85. Alfredo Ramos Martinez, Virgin of San Juan, ¢. 1940.............c.coovvveeeeen. 281
86. Alfredo Ramos Martinez, The Bondage of War (detail), ca.1939................. 282
87. Alfredo Ramos Martinez, Christus (detail), 1943............cccvvvivivieeeiniriiiiieeenn. 283
88. Alfredo Ramos Martinez, Madonaad Child, €. 1934............ceevviiiiiiiiiicennnnnen. 284
89. Alfredo Ramos Martinez, Tender Love, €. 1934.............cooiiiiiicce e 285
90. Alfredo Ramos Martinez, Madonna and Child, €. 1932...........cccccccviiiveninnnnnn. 286
91. Alfredo Ramos Martinez, Pieta, C. 1932.......cccuiiiiiiiiiieemeee e 287
92. Alfredo Ramos Martinez, The Charros in a Villagel941............cccccceeeeeennee. 288
93. Alfredo Ramos Martinez, Fruit Vendors with Baskets, c. 1936..................... 324
94. Alfredo Ramos Martinez, Defender, €. 1932...........ccooiiiiiiccee e 325
95 Jean Charlot, Untitled (Maluhia Ma O Malia), 1963..........ccccccviiiiiimanniiineeenn. 326
96. Jean Charlot, Untitled (Maluhia Ma O Malia), 1964................cccvmeeveeennnns 327
97. Jean Charlot, Untitled (Marian Rally: Teslis through Mary), 1966................. 328



SUMMARY
Alfredo Ramos Martinez and Jean Charlot were central figarbe
development of Mexican modernism, but by 1930, both artists relocated to the United
States, with Charlot living in New York and Ramos Martinez in Los Angeles. In the
United States, Charlot and Ramos Martinez produced major bodies of works that
presated indigenous cultures of Mexico, emphasized their Catholic faith, and affirmed
their dedication to Mexican muralism. Through their extensive work, they distinguished

themselves from many major muralists by embracing Catholicism. Charlot lived

primarilyi n Hawai 6i after 1949, nitedSttestrequenthe | e d

while Ramos Martinez lived in Los Angeles.

This dissertation offers both descriptive

works made in Mexico and the United States, wghcific attention to the murals and
religiousinspired works realized in therlited States Both artistsare understudie@nd
many of their works referenced in this project have rarely, if ever, been addressed by
scholars. While a number of secondaryrsea were consulted, a variety of primary
materials such as letters, photographs, and pamphlets, were accessed at a number of
archives. A few interviews with people who knew the artists or who had conducted
research on the topic proved helpful. Viewing mawurals in their original locations at
universities, churches, and other public buildings contributed to this analysisl the
study of smabhscale works housed in archives, museums, galleries, and private

collections.
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A Spiritual Ma nifestation of Mexican Muralism in the United States
Works by Jean Charlot and Alfredo Ramos Martinez
I. INTRODUCTION

Mexican muralism was an essential cinttion to the develoment of twentieth
century American aytand atistsJean Charlo1898 1979 andAlfredo Ramos Martinez
(1871 1946 bothparticipated irthe Mexican mural movement arattively shaped the
spread of muralism in the United Stateé3harlotandRamos Martineare fairly well-
known figures in the history of modernisiam Mexico, buttheir full involvement in
twentiethcentury art and the breadth of their woeknainunderrecognizedEach of
these artistsontributedbothformally andinformally tothe education of Americans
about the mural movementuhermore, Charlot andamos Martinezsimultaneously
documentedhe plight of the worker while emphasizing traditional customs of the
indigenous populations of Mexico. Tihagendas were similar to those pursued by artists
such adiego Rivera1886 1957 andDavid Alfaro Siqueirog1896 1974) however,
Charlot andRamos Matinez as immigrargto the United Stateslifferentiaed
themselves from those who madexican muralisninternationallyrenowned® Most
significantly,after settlingn theUnited StatesCharlot and Ramos Mantez became
increasingly devoted to Catholicism and took up painting murals in religious spaces.

They retained a distinctive style they had each developed in Europe, refined in Mexico,

! Birth and death dates will be given for artists, writers, and other major figures when known.

2 Charlot and Ramos Martinez are a part of a larger story of immigration to the United States during the
twentieth century. Many artists who came to the United States during the first half of the twentieth century
came as a result of war or because theyewesearch of new economic opportunity. Many of these artists
often had a major impact on the development of American art; for example, foreign artists in New York
during World War Il contributed to the influence of Surrealism among American artisteslAngeles,

many foreign artists found work in the film industry. In terms of Mexican immigration, by 1940, L.A. had
the largest Mexican population outside of Mexico City.

1



and realized in the United Statesd they separated themselves fromirt
contemporaries through their motivation to create Catholic art, an intent that was
inherently tied to their interest in social justiéhile bothartistsare importaty in this
studythefocus is placed on Charldior he left béind a larger body ofvork toexamine
and a tremendauamount of archival material from whichgtean informationThe
work of Ramos Martinefunctions as aupporting narrative to the careerGliarlot by
demonstrating the fact thatithough Charlot waa distinctivdigure, his artfits into a
larger storyabouttheimpactof Mexican muralism in th&nited StatesAs a result of
their exposure to Mexican art, many artists active irlthited Statesealized works that
were a product of Mexican and American influences

Charlot and Ramollartinez chose @markablenomentin the history of
Catholicismin both Mexico and the United States to produce religioug&adh artist left
Mexico during the 1920when there was intenselohte over thencreasingly
antagonisticseparation between the governmentahe powerful Catholic Churchm
contrastbot h arti stsd arrivaledtoaburggorengUni t ed St at
movement of sociactivismamongst a group &@atholics whdounded the Cathati
Worker movement in th&930s.As the Great Depression begarthe 1930s,
Catholicism still sought to find a prominent place amidst the Protedtaninated United
States’ After 193Q many second@jeneration immigrants who practiced Catholicism had
established themselvesonomically and were now a part of the middle classubset

of this group became activists and advocated foCttbolic WorkermovementThe

*Ronald W. Schatz, fAAmeri can il@ab@.8 CathudHistoiae3, Cat hol i ¢ C
no.3 (Fali Winter 1983): 183.

“Sheila Webb, ADorothy Day and :tShcalA&ianrtHropghthe ar s of t he
Pages of UtShGCatholcrHestsrar219m.3 (SummeR003):78.



geographiand sociatontext where each artist created religious work proved fortuitous
as both dists inceased their Catholimspired workin the Unhited States

In terms of art historical contextharlot and Ramos Martinaze typically
analyzed through the lens llexican art, but in this project tledtentionrestson the
work they created in the Uniteda$es how they made major contributions to American
culture and how their work can be understood in the contelotiftheir Americarand
MexicancounterpartsCharlot and Ramos Martinezeremuralists but the different
media in which they created ddrawings, easel paintings, and prirdatgoreveal their
commitment to the struggles of the people. Moreover, the study ofscadd works
sheds light ortheir largescaleproductionandoffers outstanding emblematic examples
of their exensive andmpressive bodies of work.

From 1921 to the present, artissveconfronted new ideas, materials, styles, and
personalities when considering the revolutionary mwMexico.®> Sorre of the artists
influenced by murals were originally from Mexico, sevetalyed inMexico temporarily,
andothersvisited and thememainedn the countryfor the rest of their liveand becme
Mexican citizens. Mt everyartistchanged byis experience with the art of the Mexican
muralistsencountered the source of mspirationin Mexico. For certain artists, the
impact of muralism occurred largely in tbited Stateswhere each dbs tres grandes
or the big thregRivera, Siqueiros, anibsé Clement®rozco(1883 1949) created
murals and pursued their art careersoates wint. Furthermore, ther American artists

were first introduced to Mexican muralism their fellowartistsliving in the United

® With the armed conflict of the Mexan Revolution over by1920, the following year of 1921 marked the
beginning of a major effort on the part of the government and in particular, the Ministry of Education, to
redefine a national identity for Mexico through the visual arts.



States who were inspired to spread the tenets of muralism decades after their own
experiences in Mexicd-or example, Jutitte May Frasef1887 1983)was already a
talented artist interestlin portraying Social Realism in her work when she met Charlot
in Honolulu® As a result of their friendshifhowever Charlot taught Fraser the fresco
techniqgueandhebecame a greaupporter of her work&or his part, Ramos Martinez
was influential to American artistaich adHugo Ballin(1879 1956, Maynard Dixon
(1875 1946, Leo Katz(1924 1972) Fletcher Martin(1904 1979, and Millard Sheets
(1907 1989.”

This dissertation examiné®w Charlot andRamos Martinez disseminated
Mexican muralismdeveloped their own distinctive murals separate from the prevailing
concepts of muralism in Mexico, and contributedhi formulation of an identity for
Mexico forgedin theUnited States during the firkalf of the twentieth century. To
illuminate successfullyhe multifaceteddiffusion of the muralmaking process and the
complexdistillation of Mexican identity inthe United States, this project focuses on the
work of Charlot andRamos Martinebecause of their direct contact with the beginning
of the mural movement and their continued recognition of the importance of murals
throughout their career§hese twartistsspecificallyembraced Catholicismyorked in
arteducationand engaged American audiences with their experiences in Mexico and
their affinity for Mexican culturén distinctive ways thianecessitate further investigation
Moreover thar devotion to religious art separated them from many of their American

and Mexican counterpartghose work will be referenced in this project. This dissertation

®In relation to tle visual artsSocial Realism involves the realist depictions of subject matter to convey
political or social commentary.

'Margarita Nieto, #Th eAlfr@a RemosdViartingBevetlyHills, €/ bogie , 6 i n
Stern Galleries, 1992), 18.



demonstratewhy Charlot and Ramos Martinare worthy of more research and study
My analysisuncoves their underappreciatediorks andrecognizs their artistic
production asnajor contributionso both Mexican and Americamultures.

Charlot and Ramos Martineffer important case studies for their continued
dedication tdhe Mexican mural moveme(after 1940 muralsbecaneincreasinglyless
fashionable)the divese spaces in which they completadrals, and the disparate
institutions in the United States that they used as vehicles for their artistic messages. With
only Charlot spending considéte time in New York City, the focus of this project
moves away from the notion of New York as the site for any major artistic development
in the United States and investigates loarlot was effective throughout thkS
(1 ncl udi maghotRamasiMirtingz made aimportant contribution to modern
artin California.Furthermore, because New York has been such a force in the narrative
of modernism in th&nited Statesartists working in other regions have been neglected.
This study presentsew narrates for moden artby focusing orCharlot,who lived in
Hawai 0i49fod999andR&mos Martinegavho lived in California from 1929 to
1946.

Although te art produced by the Mexican muralists has shaped the careers of
many artists in the UniteSitatesthis influence isn generahot studied to thextent of
its widespreadmpact. For example, while tidural Division of the Federal Art Project
of theWorks Progress AdministratiqitVPA), founded in 1935and the murals it
produced are frequentigientified as being related to the Mexican mural movement, there

are many artists whan more nuanced wayand in smalscaleforms), spread Mexican



muralismvia their work and their teaching in the United StétBy. exploring the
trajectory of the carers of CharloandRamos Martineandexamining the work they
produced as a result of the@lationshipwith murals,distinctiveand complex
interpretation®f Mexican muralism are revealed. Moreover, while the overtly political
content of the Mexican nnalists appears largely sént from the work of these two
artists, each artist embraces an image of Mexgca romantiplaceuntouched by timea
notion alscconsiderd by the Mexican muralists, whether intentionally or not.

The way in whichtheseartists createdork and the type of subject matter they
emphasized are integrtal understanding their ath terms ofmedia, murals, easel
paintings, printsdrawings,and sculptures will & incorporated inteny project It is
precisely hroughthe andysis of varied media thanany iconographic similaritiesre
revealedIn regard tospecific types ofconography, ijural forms reverberate throughout
the study asariousartists focused on the human experience. Certain works present
highly regarded intviduals, while others feature the soldier, the worker, and the market
vendor.The muralists idolized the workeand in solidarity with the wosk they often
madesimilar wages.The muraldoy Mexican painterand their American caempoaries
consistently reinforce a connection to human experiéftas.attention to the human
condition manifestgself in two ways: throughubject mattethat elicits emotion and

through the relationship between the built environment, the mural, and the viewer.

8 After spending time in Mexico, American paint8eorge Biddle (1885.973)encouraged his old friend,
President Franklin Delano Roosevelt (188345, to establish a governmesponsored mural movement
in the United States.



A. Literature Reviewand Research

Diverse avenues of investigation were explored to amass the necessary materials
for this studyResearch at the Jean Charlot Collection, Colorado Springs Fine Arts
Center La Jolla Historical Society, Coronado Histori&aciety, Santa Barbara
Historical Museum, Scripps College Museugnizona State MuseunandThe San
Diego Museum of Art Library yielded important documents and historical photographs
of, and related toCharlot and Ramos Martinez. \sito murals by thartists in
divergent places in Mexicdor exampleEnsenada and Mexico Cjtgnd in the United
Statesn Arizona, Céifornia, H a w ia Indéana, and New Yorkamong other locations,
offered dynamic opportunities to study the visual content of the work®dedrn about
their relationship to local communitidaterviews with American artists Mark Rogovin
and Philip Stein (go known a€stafio a nickname given to him by Siqueiypboth of
whomworked as mural assistants in Mexiaes well asnany onverstions with John
Charlot éon of Jean CharlptJulie Pinney (niece of Jean Charl@gvid Charlot
(grandson of Jean Charlobucienne Allen (granddaughter of LucienB®ch and
Stephen Pope Dimitragftvho worked as assistants to Diego Rivera inthéed States
and Brigita Anguiandgwidow of thesecondgeneratiorMexicanmuralist Raul
Anguiang haveinformed my work Visits with art collectors and dealetsuis Stern,

Bryce Banntyne, and Pierrette Van Cleve allowed me to see a number of works by
Ramos Martinez and to learn more about the conservatius ofurals Lastly, several
conversations with Chicano painter Judithe Hernandez were helpful to understanding the

current work of muralists and the lasting impact of the Mexican muralists.



To begn with, anumber of important accounts of the Mexican mural movement
written by authors who had direct experience with the muralkste consulted Char | ot 0 s
own Mexican Mural Renaissanger ov i d e d \dewpointtothehistery a murals
in Mexica® While the opening chapters address-@mumbian and colonial influences,
the bulk of the book focuses on the modern movement and helps to illuminate the
experience of living in Mexico City duringthe 1928 r t i st | orAaValR@ bi nson 6
Paint Onpresents mostly letters Robinson wrote to her mother while in Mexicd City.
Robinson knew Rivera wedind painted alongside VictorAautoff (1896 1979 as an
assistant on Riverads National Pal ace mural s
politics active in Mexico through her relationship with Joseph Fredt&9v 1965, a
writer and activist whose papers are located in the archiv8tgaford University?
Emily Edwads &aeok Painted Walls of Mexico from Prehistoric Times until Today
offers an important survey of the Mexican mural movemem fsee Columbianwork to
the muraldy Orozco, Rivera, and Siqueiros. As Charlot notes iopemning pagesf
the book, Edwards offers a unique perspective in her analysis of the mural movement
becaseinstead of being a weihtentioredgraduate studenshe was an artist who
experienced the murals in Mexico and met many of the major amtigte process of
developing her work® She enlisted the help of noted Mexican photographer Manuel

Alvarez Bravo (1902 2002)to document some of the murai&wards was a Director of

? Jean CharlotMexican Mural Renaissice, 19201925(New Haven: Yale University Press, 1963).
1% Charlot completed his study of the Mexican murals as a result of a Guggenheim Fellowship.

“"Robinson was critical of Zohmah Day Charlot (Jean Ct
roommaes in Mexico City. Zohmah later wrote her memoir about her time in Mexico. Zohmah Charlot,
Mexican Memoriesl 93], ed. Ronn Reck. Privately publishech Honol ul u, Hawai 6i, 1989.

?one RobinsonA Wall to Paint Or(New York: E.P. Dutton), 1946.
13 Jean Charlot, foreword ®ainted Walls of Mexico from Prehistoric Times until TqdayEmily
Edwards (Austin: University of Texas Press, 1966), ix.



the Art School at the HulHouse in Chicago, where she encourageahyartists to travel
to Mexico and take part in the mural movement.

Thus far,art historianJames Oles has developed the most significant
contributions to the scholarship on the influence of American artists and Mexican art.
Through his landmark exhibition and accompanying publicaonth of the Border,
Mexico in the American Imagination, 191947 Oles encouragboth the scholarly
community and the public to think about the relationship between Mexicthardhited
States and addressasists whose connections to Mexico were previously unkndiws.
book offes a historical examinatioaf the topicand include a variety of styles of art
created irdiverse mediaFurthermore, it provides background information on the
motivations for artists to leave the United States for Me)daoh athe American
Prohibition laws, theeconomic depressipthe rise ofascism and specificallythe Good
Neighbor Policy** During 1933, the Good Neighbor Policy was legislation enacted by
President Franklin Delano Roosevelt (188245 in which theUS government declared
its intention to have improved relatgimnps with Latin America, with the specifjoal of
mutualy beneficial trade agreements and a promise to refrain from interfering with the
affairs of Latin American governments. This policy was promoted throughout
R 0 0 s e adeninistration, which lasteddom 1933 to 1945, but as the Cold War ensued
from 1946 to 1961, the Good Neighbor Policy was left behind.

Other publications by Oles have contributed further tdx8&#/exico dialogue
about art, most notablyas hermanas Gresvood an edited version of his largemore

comprehensive study found in his doctoral dissertati¢ails to Paint On: American

14 James OlesSaith of the BorderMexico in the American Imagination, 191867 (Washington:
Smithsoniarnstitution Press, 1993):3.
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Muralists in Mexico, 1933936° An essayby Oleson IsamuNoguchi highlights the
ar t i s trécegnized woekin Mexico City and offea comprehensive overview of
American artists in Mexicspecificallyaddresmg the murals produceak the Abelardo
Rodriguez market in Mexico Citff TheartofPa b | o O (19D# 19§3) am artist
included in many of Oke Gstaidies, playsn importanpartin the study of American
artists and th influence of Mexican muralis.O6 Hi gags time docus od recent
book entittedB e c o mi n g P a by Susa®\ogeivigch examines his life and
work and brings detailed account dffie artist to the &ntion of Engliskspeaking
readerdor the first time'®

As exemplified by Ole &sesminal projectwhich was anuseumsponsored
initiative, museums havdirected theecentscholarshipn terms of studyingross
cultural relationships in the arts between Latin America and the United States. The Bronx
Museum of Artled the way with itgroundbreakingxhibition and accompanying book
The Latin American Spirit: Art and Artists in the United States, 11921 which
spanned fifty years of Latin American art and included refessiocne Mexican
muralists and the more abstract artists from South America who found a home in New
York City.' More recently théNewark Museum of Art assembl@bnstructive Spirit:

Abstact Art in South and North America 19258s(2010). While this projedboked at

3y i, iWadlls to Paint On: American Muralists in Mexico, 193936 (PhD diss., Yale University, 1995);

Las hermanas Greenwoath Méxicd M®x i co: Consej o Nacional para |l a Cul
Mexican Muralsof Ma i on and Gr ac ©utdbContexh Ancedcdn, Adtists Abrofd/estport,

Connecticut: Praeger, 2004), 1134.

®y 9,1 ANoguchi in Mexico: | n€éasat MaeritabArfPDromdes for a W
(Summer 2001): 133.

"Bor n P girs in OtahHhe changed his name to Pablo after moving to Mexico.

®susanVogelBe c o mi ng P a bh$ao Frabdskb: RjngdenPsess, 2010).

¥ The Latin American Spirit: Art and Artists in the United States, 182D (New York: Bronx Museum

of the Arts in association with Harry N. Abrams, 1988).
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geometric abstraction and focused on the artistic movements in South American countries
such as Uruguay, it wasnaomentougxhibitionthatdemonstrated how American art has
been shaped, at least in part, by developments in Latin American art. Mgreover
Constructive Spiriemphasizé howthe artists who crossed international borders
established themselves as artists of significance in foreign dihesigh small,le
Museodel Barrioin New York continusto create noteworthy exhibitions that incite new
ways of thinking and viewing. Two recent exhibitiohsieva York 161i31945(2010)
andNexus New York: Latin/American Artists in the Modern Metrogal99) have shed
light on the international influences, specifically Latin American, in the arts created in
New York City. WhileNueva Yorkncludedworks thatdemonstratéhe Spanish

influence on New York, the emphasvss placedon the myriad of Latin American
cultures that hawvimpacted cultural developments in the dighile all of the musem
projects mentioned previouslyere important, they were survey initiatives that did not
have the luxury of examiningoselythe multifacetedcontributions of Charlot and

Ramos Martinez.

In addition tothe global inquiries already address@dhumber of recent projects
have lookedloselyat the exchange across ti&/Mexico border and simultaneously
focused on specific artists. Althou@nanslating Revolution: U.S. Artists Interpret
Mexican Muralismat the National Museum of Mexican Art in Chicagjnois (2010)

did not have @ataloguethe exhibition brought together paintingsany for the first
time, by both Mexican muralists artdeir American counterpato reveal the influence
of Mexican muralism in the United Statés curator of thexhibition | assemblea

diverse body of work to tell the story broadly, therewas alsa concerted effort to
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highlightworks by Chicago artists who are often laft of the discussion of the impact

of Mexican muralism on American artigach asviorris TopchevskyAlex Topp,

Edward Millman,Mitchell Siporin and Charles WhiteMore recentlySiqueiros:
Censorship Defie@011) at the Gene Autry Center in Los Angeléisred revelatory
information not only about Siquesodime in Los Angelesbutalsohis influence on

young artistsuch ashilip Goldstein(1913 1980)and Reuben Kadisfi913 1992)
Althougha cataloguevasnot produced, the Autry Center devoted asue of their
quarterlymagazine to the exhibitic?. The use of primary material from the Getty
Research Institute and the involvement of Luis C. Garza, an artist who knew Siqueiros
well, made the exhibition especially important.

Much has been writtein recent yearabout the experiensef the Mexican
muralists in the United StatéBherewasconsiderable attention focused on the work of
Orozco, bothJosé Clement®rozco in the United States9271934edited by Renato
Gonzalez Mello and Diane MilioteandOrozco in GringolandThe Years in New York
by Alejandro Anreus offehelpfuli nf or mati on about the murali st
States* José Clement®rozco in the United Statgb9271934accompanied an
exhibitionoriginated at the Hood Museumtanover New HampshireHowever,it
providesa much more comprehensive study of the effects of the Mexican muralists on
American artas it goes beyond the influence of Orometook at several facets of
cultural exchange, including more camigorary infuencesOf particular interest to my

own workarethe essay by Alicia Azuekhatexamines the impact of Mexican artists in

20 Convergence: Autry National Center Magazifel 2010.

L José Clemente Orozco in the United States, 18234 ed. Renato Gonzéalez Mello and Diane Miliotes
(New York: W.W. Norton and Company, 2002)gjandro AnreusOrozco in GringolandThe Years in
New YorlAlbuquergque University of New Mexico Pres2001)
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the United States and the essay by Victor Sattnaliexploresthe varied influences of
Mexican muralism on American paintéfBoth essays adince understanding of the
crosscultural mural exchange, but neither discusses Charlot or Ramos\dzairtia
substantive way.
Another scholarAnna IndychLépez has recently made important contributions
to this field througtheressays, books, and contributions to exhibitatalogus.
Indych-Loped Muralism without Walls: Rivera, Orozco, and Siqueiros in the United
States, 1921940addresses all three wédhown muralists and asserts that when the
portable frescoes becamehamable commissions for the Mexican muralists in the
United States, their work changed not onlpimpose but also in meanintf The
aut horés book st ems sibsequerdriicle nArtBullstimentitiétdat i on an
AMur al Gambi t BsminkheUnited&8at sr and t hedln6Portabl e
this essayindych-L6pezwr i t es, ADuring the 1930s, audi enct
experience muralism indirectly, through a variety of media. One such medium, the
portable fresco, as executed speeify for the United States by Rivera at the beginning
of the decade, A\owirgIndychidpézscsa |i nftaeirl purreet.adt i on,
portablefresco functions quite differentfyom a mural created on the public walls of

Mexico City.IndychLopezc ont i nues, AThe history of the pi

ZAlicia Azuela, fAThe Making and Reception of the | mag
José Clemente Orozco in the United Stal827 1934 ed.Renato Gonzalez Mello and Diane Miliotes
(New York: W.W. Norton and Company, 2002061 5; Vi ctor Al ejandro Sorrell, i

Mur al i s m: Re/ vi ewi ng an dos&GetenteiOrozro ithetUnited States, Legacy, 0 i
19271 1934 ed.Renato Gonzalez Mello and Diane Miliotes (New York: W.W. Norton and Company,

2002) 260 83.

% Anna IndychL6pez,Muralism without WallsRivera, Orozco, and Siqueirostine United States, 1927

1940(Pittsburgh, R.: University of PittsburghtPress)2009.

#i i AiMural Gambits: MexicantharahidsmhemoBubetnt Bbl eédFBe s
89, no. 2 (2007): 302.
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Orozco questions traditionally accepted assumptions about the hegemony of cultural
institutions in the United States and their ability to use Mexican culture to serve
ideological and politicali t e r @ Remaveddrom the public walls of Mexico, the
murals according to IndychLépez became far from revolutionar€harlot and Ramos
Martinez also produckeworks that were indirect representations of Mexican muralism,
but as my worlclaims, they wee not critical failuresindych-Lépez contributed@ short
e s s ay, oRads Martenelz: Indians, Hollywood, and the Los Angeles Tates
the Museum of Latin American Art exhibitiaatalogueMIEX/L.A.: Mexican
Modernism(s) in Los Angelek9301985%° This essay on RamosMame z 6 s wor k r ai s e
some of the ideas abodta mo s M apopularityenHo6llgwood that are also
discussed in Chaptév of this dissertatiorand supports the idea that during the 1930s in
Los AngelesMexican culture was particularly populamong a group of prominent
Anglo Americans
Foreign interest in Mexico has garnered attention from various scholars, and
specifically the work of the many photographers who traveled to Mexasinspired
severaimonographsWhile there are many studies that address the individual work of
artistssuch agdward Weston, Tina Modotti, and Mariana Yampold¥gxico Through
Foreign Eyes/Vistos por Ojos Extranjeros 18BIB0presents the collective interedta
numberof artists in the culture of MexicdMy 2001 Ma Extranjefas t hesi s

Foreign Women Artists and their Encounter with Mexddressed similar ideas in that it

25 i

Ibid.
% AnnalndychLépez Alfiedo Ramos Martinez: Indians, Hollywood, and the Los Angeles Tindes i n
MEX/L.A.:Mexican Modernism(s) in Los Angeles, 19B885(Long Beach: Museu of Latin American
Art, 2011).
" Carole Naggar and Fred RitchiMexicothrough Foreign Eyes: Ifotographs, 18501990(New York:
W.W. Norton, 1993).



15

sought to look at the expansive ways in which Mexico has served as a@ource

inspirationfor artists from bth the United States and Europath particular attention to

geography, indigenous culture, and communities of affi&€&arlot and Ramos Martinez

wereforeigners adapting to new surroundings in their movéisgtnited States.

Moreover before arriving in théJnited StatesCharlot emigrated from France to

Mexico, and after some seventeen years in EurBa@jos Martinezeturredto his birth

country of Mexico and embradéraditional Mexican culture in a way he had never

before,infact i n a way that i s analogous to a fore
A considerable amoumtf the scholarshigritten aboutCharlot comes from his

son, John Charlot, a Professor of Rieligat the University of Hawaii . John Charl ot

continues tonvestigatea v ari ety of aspects of Charl ot ds

the £cond volume of a planned threelume biography of his fathé?.Certainly the

aspect of Charl ot 6s oanaimlkigtime imMekicoiarslthenost e mph

long-laging impactthe place and its peopted on his workMéxico en la obra de Jean

Charlotwas an exhibition andataloguehat surveyed the diverse impact of Mexican

culture on the artist! Thecataloguencludes a number of short essays theaide

C h a rswark irGo helful sectionghat examine topicsuch agheinfluence of the

ancient manuscript collection developed by hisgreatiardd€ h ar | ot 6 s ar cheol o

BAmy Ga Expranjera: Fdieign Womefirtists and their Encounter with Mexioto ( mast er 6s t hesi s
San Diego State Universjt001).

2 John Charlot has completed the first volume, which is nearly 1,000 pages. He describes it as part

academic biography and part memoir. Other works by John&harlabout hi s father includ
and Cl assi cal THaluwnalioffPacificCHistongly mod (Jdéne 2006): 68 0 ta

formulacién del artista: El periodo francés de Jean ChaNixico en la obra de Jean Charl@flexico:

Instituto Nacional de Bellas Artes, 1994),i25; A A Note on Jean Charlotdés View
Zeitschrift fur Kunstgeschich®0, no. 1(1997):119 18; A The Source of Picassods 0
Charl ot 6 s Dekschrifsfur KuBdtgesphsckgitg5,0m. 2 (1992): 275278.

30 México en la obra de Jean Charlgtlexico: Instituto Nacional de Bellas Artes, 1994).
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work.*! Two small exhibitiorcatalogus published in thénited Statesone by the

University of Georgia and the other by the University of Haly&iclude informative

essays about t hé?Inaernsiofdis Gewrgid mufals, abomd wor k .

authored by Charlot and Lamar Dodd was published in 194%candes excellent

documentation of his time in Athemg an essay about the murals by Charlot, as well as

historical photographs, preparatory drawings, and personal anecdotes from individuals

who were present when Charlot was living in the t#An essential source for

under standing Charl ot 6 s catalogheaisosnéBiest er Mor se 6 s

prints2* The text gives pertinent information on the prints but also proegEnsive

contextfortheworka s Mor se was diligent in translatin

d ary and applying the artistds hastily writ
Currently, a few scholars are presentimgw perspectives on Charlin.the fall

of 2011,a bookby Lew Andrewswvaspublished on the dynamic relationship between

Charlot and Wston, a friendship that began in MexicaVhile the book is a shared

study of Charl ot and Weston and reveals the

solidifying thea r t friendsisip it remains the firgiublishedoooklength study to focus

on Chalot. Breanne Robertsgpa Ph.D. Candidate at the University of Marylard

working on a dissertation that examines-@aumbian references WPA-sponsored

Jo0s® Luis Mart2nez H., f JrabkinaGoQhpa MExin enjmobraade col ecci - n
Jean Charlo{México: Instituto Nacional de Bellas Artes, 1994)j 383 ; Donald McVicker, #AEI
convertido en arque- | ogo:Méxiceenta oltehde debncChari@éxicoch i c h®n | t z
Instituto Nacional de Bellas Artes, 1994)-53.

%2 Jean Charlotrad Ethel Moore,Jean Charlot: Paintings, Drawings, and Pririthens: Georgia Museum

of Art and the University of Georgia, 197 dgan Charlot: A Retrospectielonolulu: University of

Hawai 6i Art Gallery, 1990).

33 Jean Charlot and Lamar Dod@harlot Murals in Georgia(Athens: University of Georgia Press, 1945).

¥ peterMorse) ean Charl ot ds Pri n(tHan oA udau:a | lbngiuvee rRsaiitsyo nonf®@ Ha w
1976).

% Lew Andrews Weston and Charlot: Art and Friendshipincoln: University of Nebraska Pse, 2011).
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murals and Charlot is one of the artisthomshe plans to discu§&My own exhibition,

Global Journey/Local Response: Works by Jean Chawbich was on vievin the

spring andsummer 0f2011 at The San Diego Museum of Adcated Charlot as an

international artistas opposed to an artist simply affiliated with Mexiand emphasized

workscreatd i n France, the Uni®ted States, Hawai 6i
I n terms of specific r eflmageandaWordtJeanChar |l ot

Charlot and the Way of the Cro&Spring2008, organizedy Bronwen Solyom, Curator

of theJean Charlot Collectionvas arevealing and comprehensive look at the ways in

which Charlot rendered the Stations of the Cross for some sixty years. The exhibition was

onviewat t he Ha miBridgeQalleyaithe Usivergity of Hawaii at. MUno a

Marcia Rickard, arecentlyietr e d Pr of e s LollegeiaSoutiSBend, Indiamay 0 s

has done work on the Charl ot murals in South

University of Notre Dame) and also on the religious connections between the writings of

Paul Claudel (1868.955) anddan Charlof?Car ol i ne Kl arrés 2005 di s

muchhneeded attention to Charl otds muriml <cycl e

theFiji Islands®Whi | e a number of scholars have addr e

there is still more wrk to be done. Artists who engaged with the liturgical arts during the

mid-twentieth century have often been ignored by schaartheir art has been viewed

as outside of avargarde trenddmportantartistssuch asCharlot and Ramos Martinez

however produced religiousnspired works that are worthy of closer examination.

®Br eanne RRofgiegratNewoWorld Nationalism: Ancient Mexico in United States Art and
Visual Culture, 19339450 ( Ph D di s s, University of Maryland, n.d.)
3" No catalogue was published in association with this exhibition.

% Marcia Rickad, AJean Charl ot and Paul Claudel: Apocalyptic
Art, St. Maryb6s College, 2011).
¥Car ol i nRaintig Raradise fofaPe8to | oni al Paci fic: The Fijian Fres:¢

(PhD diss, Florida State Univétss 2005).
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AswithChar |l ot , Ramos Mart2nezé6és family has |
artist. Ramos Mart2nezodos wife wroté® a book o
Though the workeads asclearly subjective, it also provides intimate information about
the artist from smeone who lived with hirand saw him work regularly. Ramos
Mar t 2 ne z §MariaRamog MattieeBolster,has aided many inquiries about her
father as well. Shkas informed the work of scholar Margarita Nieto and also the
organizer of thdorthcomingRamos Martinezatalogueaaisonné, Louis Sterigtern
owns a prominetgallery in Los Angeles angroduced two significant publications on
the works of Ramos Mart#z, to which Nieto made considerable contributitrisieto is
regarded as the foremost scholar on Ramos Martinez working unttesl Statesin
addi tion t dcedige Snalb ddrdribuked &akly work on Ramos Martinez,
though some of the analgsis now outdaté*? Perhapshe most helpful source dtamos
Martinezpublished in recent years is the exhibit@atalogueAlfredo Ramos Martinez:

Una vision retrospectivavhich includes essays by a number of leading scholars on the
artistodos wor kRamoblMestinedké st emmseaynohos Angeles pr
particularly helpfui n i I  umi nating details about the ar

United State&Ram- n Favel ads cont r ivaluabléimfarmaton t he b o«

“0Marfa Sodi de Ramos Martine&lfredo Ramos Martinerans. Berta de Lecuona (Los Angeles, CA:

Martinez Foundation, 19492.

“! Margarita Nieto and Louis SterAlfredo Ramos Mafhez & Modernismped. Marie Chamber$.os

Angeles: The Alfredo Ramos &ftinez Research Project, 2008)ar gar i t a Ni et o, fAThe Game
Circumstiad8nce, 0 16

2 George Raphael SmalRamos Martinez: His Life & Ared.Jerld Slattum (Westlake Villag&€A: F & J

Publishing Corporation, 1975)

“Margarita Nieto, AAl fredo Ramos MarAlffedo®Ramoe n Los Ange
Martinez (18711946): Una visin retrospectivaMexico: Museo del Arte Nacional, 1992),-83.
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on Ramos Mart2nezbds exhibitions in Paris and

Phoebe Hearsl8421919,who supported th'% artistoés trip

B. Frameworks for Analysis

Notions of place, colonialism, and performance are integral to the following
analysis. These concepts enhance understanding about the American artists who traveled
to Mexico and the inspiration they experienced upon witnessing, studying, and in some
casegontributing to the Mexican mural movemelmtterms of the notion of placthe
ways the Mexican muralistshanged American artists reflébie fundamental
significance of place because it was the political climate in Mexmmbined with a
long historyof governmensupported arts programs and a rich traditd artmaking
that led to the Mexican mural movement, gave the murals a dramatic stage, buoyed the
muralists, and made popular the names of Rivera, Orozco, and Siqueiros. Long after the
murals ofMexico were fashionable, American artists carried okintgthe trip south of
theUS/Mexico Border, and the influence of the muralists continued to resonate in their
work.

Since the study of Charlot and Ramos Martinez is so intricately tied to place,
thinking about the many meanings duodctions of place and hoplaceoperatesas a
medanism for understanding contribste this analysis. For many decades, the
geographer ¥Fu Tuan has eloquently written abdlie power of placeHe explains that:

Place is security, space is freedom: we are attached to the one and long for the
other. There is no place like home. What is home? It is the old homestead, the old

“Ram-n Favela, fApuntes do c adediredaRames Mprgnezg18Un est udi o
1946) durante la época de la Academia (Escuela Nacional de Bellas Arte99)80@e Paris (1900

1 9 1 0 )Alfréedo Ramos Martinez (18i71946): Una visbn retrospectivgMexico: Museo del Arte

Nacional, 1992), 1i732.
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neighborhood, hometown, or motherland. Geographers study places. Planners
would liketoevok fia sense of place. 0 These are u
speaking. Space and place are basic components of the lived world; we take them
for granted. When we think about them, however, they may assume unexpected
meanings and raise questions we have not thdogisk*®
Indeed, place exists as an unexceptional word when discussed frequently and applied to
daily circumstancedVhenwe t ake thi s fAbasic ,chomepeonent of
and think about the emotions tied to it, the political events thaplake within it or
because of it, and the economic benefits reaped and destroyed through its use, place
becomes a potent idea tied not only to indiyv
identity.
Cultural, political, economi@and often emotional asciations withinparticular
placesresult in profound connections to specified locales. feartbre,signs and
symbols call to mind places. Locatiosisch asCoyoacan, Mexico inspirgpecific
emotions tied to individual geographical circumstances and plartiaspects of the built
environmentFor example, o a Sunday in Coyoacéan, the central plaza fills with people.
Families and vendors collide to create a flurry of activity. At night young aplaitts the
quaint café that line the plaza and music plagadly. The church, founded by sixteenth
century Franciscan friars, sees regular visitors. Smeoelesimply walk in, move
toward the front, turn aroundnd leave, while others stop for a moment and offer a brief
prayer?® A specified place and a strongaotion to hat place may be personhlt

certainly the examplabove relateto the communal identity of a group as opposed to

simply an individuakxperience. Many people ident@oyoacéan as a place of

*>Yi-Fu Tuan,Space and Place: The Perspective of Experi¢ktieneapolis: University of Minnesota
Press, 1977), 3.
“8 These observations were made during several trif®yoacanmost recently in March of 2010.
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significance.Theyview it as the place where Frid&ahlo (1907 1954)grew up or where

Leon Trotsky(1879 1940)sought refuge from Stalinist RussWith these specific

people a collective groups associatedith aparticularlocation.As will be seen in

subsequent chapteSpyoacapr oved t o be significant in bot
A colonial framework infuses the idea that American artists came to Mexico,

gleanednspiration, returned to their home countand refashioned their influences into

something elselhus, the American asts could be viewed as conducting a type of

foreign invasion, extracting ideas and then reaping the benefits upon returning to their

birth country.Indeed there is something ironic about the fact that American painters

working on a Rivera mural in Mexidbat presents workers wavingdréags with the

words ATierrad and dALibertado (Land and Libe

create less political and less controversial subject matteinférpretivereactions to the

Mexican murals are exangs of hybridity*” Following the definition of hybridity

developed by postcolonial theorist Homi Bhabha, the mbsafSharlot and Ramos

Martinezwere formed in a colonial context and the end result is something netv

decidedly a copy of something bornMéxico, but an entirely new entityith roots in

both the United States and Mexi®&habha writes,
What is thereticallyinnovativeand politically crucial is the need to think beyond
narratives of originary and initial subjectivities and to focus osghnoments or
processes that are produced in t-he articu
b e t wspacesrovide the terrain for elaborating strategies of seBhood

singular or communal that initiate new signs of identity, and innovative sites of
calaboration, and contestation, in the act of defining society it&elf.

*”Homi BhabhaThe Location of Culturé_ondon: Routledge, 2004); 4.
48 |k
Ibid.
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Both Charlot and Ramos Martinez, tighudeeply influenced by Mexicare a part of an
international movement and their work functionsatween spaces of cultural identity
and the acepted norms of the art worlBurthermore, Bhabhstates

Terms of cultural engagement, whether antagonistic or affiliative, are produced

performatively. The representation of difference must ndtds¢ily read as the

reflection ofpre-givenethnic or altural traits set in the fixed tablet of tradition.

The social articulation of difference, from the minority perspective, is a complex,

orntgoing negotiation that seeks to authorize cultural hybridities that emerge in

momens of historical transformatiof.

In theUnited StatesCharlot and Ramos Martinez produced performances as muralists.

They negotiated their own identities as artists influenced by Mexican muyaltisttiey

wereforever changed by theiinowledge oMexican culture, specifically indigenous
tradition. As the AAmerican Centuryo unf ol de
as cultural hybrids born of their experiences in France, Mexico, and ultimatéyiteel

States.

Nonethelessthe coloniakttitudes inherent in the great American inspiratmn
make muralsluringthe 1930s derived from similar sensibilities amtmg Mexican
muralists themselved.For example, the indigenous populations of Mexico were
emphasized by the Mexican muralists éatdr by many American artists who went to
Mexico. In their portrayabf the diverse native populations they saw sometbkugic

Often the indigenous cultures wepeesented asnocentanduntouchedy modernity

and therefore represented thge Mexico.

49 1\

Ibid, 2.
*0While the 1930s saw a flourish of murabking in the U.S., it is important to note that the impulse to
makemurak waspopular before the influence of Mexican muralism. The Mexican mural movement
enhanced mural production in the U.S., but it did not initiate it
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Colonialism also figures literally in the murals and their subsequent influence.
The Mexican muralists referred to colonial events in their weidueires @Dgath to the
Invaderat LaEscue a Me xi cana, &a&asicklyHardas Copteattier ay a |
Palacio Nacional and Orozcobds | arge portrait of
Antiguo Colegio de San lldefongpopularly known as the National Preparatory School)
are examples of the many works created by the muralists that literally refeteaced
colonial period. More broadly, there were also works that addressed Catholicism. For
exampl e, Chost @egtroying the Crosd92224 revealedhedramaticand
allegorical nature of Catholicisi Catholicism ananuratmakingpossessed a long
history, and the way in which particular artistgsch aCharlot and Ramos Martinez
continued that history will be discussed furthesutbsequent chapters

Making and viewing murals intertwined with perfamance. largescak murals
involve the orchestration of a number of components to proalsicegle work of art.
Moreovert h e aphysicaldynanic with the wallmowhich they create their work is

also a type of performance. In particular application to this study, the transiftion

Her n

mural process represents a performance as artists alter themselves through the inspiration

they experienceAl so, Charl ot and Ramos Mart2?nezd0s coO

thar creation of narals in religious spaces evoltee many performative aspts of
Catholicism.
American artists negotiated their own identities as artists after experiencing the

work of the Mexican muralists.df the most paytheir responses to Mexican muralism

"AChrist destroying His crosso was a motif that
notably, he also included the representation in his mural at Dartmouth Colle@@224. Much later in

1943, Orozco completed an oil on canv@krist Destroying his Crossvhich is now in the collection of

the Museo de Arte Alvar y Carmen T. de Carrillo Gil in Mexico City.

Or ozc
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were far from mimetic performances; instetiytook ownership otheir inspiration
andproduced nuanced interpretatsotinat reflected diverse influences ranging from
techniqueo thematic and iconographic concepts. While in certain casesemporary
Mexican and Mexican American muralists have evakedportraits ofos tres grandes
or referred directly to themmodernMexicanmurals, for the most part the Americans who
responded, roughly from 1920 to 1950, to the work of the murahesepted their own
interpretatios of Mexican muralism. Followinthe end of the Mexican Revolution,
American artists engaged with Mexican art readily; not only did these artistsceive

Mexican muralism, but they also reinvented themselves.

C. Cultural Context in Mexico

In 1921, Mexicowas experiencing a distinctly different realitgm that ofthe
United States during the same y&aFhe aftermath of the Mexican Revolution led to
widespread destruction as over one million people lost their lives, countless families were
displaced, anthousands of villages were destroy&te country was ravaged by war,
but from its ashes emergadcosmopolitarcapi@l city that served as the birthplace of
several major artistic movemenahdspecifically, Mexican muralisrt Many heroic
icons emergeftom the Revolutionin particularPancho Villa(1878 1923 and Emiliano

Zapata(1879 1919. Tales of their militaristic accomplishments contributed to their

*2While the U.S. faced a short economic depression fromili®2(, the decade of the 1920s is typically
characterized as a time of dynamic change, and often represented through the elegant and festive dress of
flappers and the complex rhythms of jazz music.

%3 At the same time that a major mural movement was bakfeixico, other art forms and types of art
flourished. Surrealism had a major impact on the city as foitwign artists like Leonora Carrington

(1917 2011), Remedios Varo (1908963, Alice Rahon (19041987, and Wolfgang Paalen (190B959)

made the city thir home. Furthermore, sixteen years after Rivera completed his first mural in Mexico City,
the Taller de Gréfica Popular (TGP) was born. The TGP attracted both Mexican and-hamigmtists

with its mission to create prints for mass consumption théresded political and cultural themes.
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iconic status and ultimatelyepeated referende themin the art of the first half of the
twenieth century, particularly in the work of Rivera and Siqueiros. Orozco chose a much
more critical |l ook at the Revolution and its
war.

After the fighting of the Meican Revolution ceased, many of the isstiea had
served as a catalyst for trebelliond such as the need for better landritisitiond
persisted. Throughotiie MexicanRevolution artists worked in Mexico. Photographers
such asAgustin Casasola (born in Mexicb874 1938, Sumner Matheson (born in the
US, 18671920, and Hugo Brehme (born in Germanig82 1954 captured the country
during a time of tremendous political upheaval. Siqudwaght in the Revolution, while
Orozco could not take part in the fighting of thevBlation in partdue to a childhood
accidenthereferrd t o t he cmemitfochl a®d a

José Vasconceld4882 1959, the Minister of Education, inaugurated a cultural
revolution in Mexico by enlisting painters to transform the walls of their nativetigoun
Themodern murals were new manifestations of an old practice in Measawrals
existed inthe countryiong before Vasconcetodmstiative. PreColumbian temples and
sixteenthcentury monastery complexes possessed maadsnineteenticentury arists
such & Juan Cordero pdaied murals that preceded the twentedimtury masters;
however, the murals created in the aftermath of the Mexican Revolution altered the

history of visual culture forev\ébThe government 6s rol eain the b

%4 José Clemente Orozcdgsé Clemente Orozco: An Autobiograptigns. Robert C. Stephenson (1962;
repr., Mineola, NY: Dover Publications, 2001),/4Q.

®“Jean Charl ot, fJuaGenu@ovexcanrMura i Zhe )i Bubetine8eno.4 h
(December 1946):24265; Jeanette Favrot Peters®he Paradise Garden Murals of Malinalco: Utopia



26

mural movement proved fruitful anpfovideda catalyst and steady support for mural
making.
As the artistsvho werecalledto participate in the mural movement joined the
artistic vision set forth by Vascoalos and others, they also baddogeter aml
establishedhe Union of Mexican Workers, Technicians, Painters, and Sculptors. In
1923 the Union published their manifestokh Machete a Mexico Citybased
newspaper written forworker8. Thei r mani festo began with the
Indian race humiliated for centuries; to soldiers made executioners by the praetorians; to
workers and peasants scourged by the greed of the rich; to intellectuals uncorrupted by
t he b o uY The satersentevasdrief and signed by Siqueiros, Rivera, Orozco,
Xavier Guerrerd1896 1974) Fermin Revueltafl901 1935, Germéan Cuet(1883
1975, and Carlos Mérid61891 1984) The twentiethcentury Mexican muralists seized
the remnants of the Revolutiohansing to create works that championed land
distribution and celebrated the indigenous population. Simultanesoste muralists
contributed to a growintendencyto define modern Mexico by referring to major
historical events and furthering their owrrg@nal objectives their dedication to
Communism.
To livein Mexico City and participate in the visual arts during the 1920s, 30s, and
40s,wasan I mmense experience filled wit-h polit.i

tiered murals at the Ministrof Education building are just a few blocks away from his

and Empire in Sixteert@entury MexicqAustin: University of Texas Press, 1993/ary Miller, The

Murals of BonampakPrinceton, N.J. Princeton University Pres$986).

%% El Machetewas founded in 1924 by Siqueiros, Rivera, and Xavier GuerBégaeiros designed the

masthead for the paper.

AMani festo of the Union of Mexican WawnRdesAs, Techni ci
in Latin America The Modern Era, 1820980(New Haven: Yale University Press, 1989), B224.
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enormous works engulfing the grandiose staircases at the National Palace. Both Orozco
and Rivera painted murals at the National Preparatory S@ioool1922 to 1924and

Orozco created larggcaleworks within the Supreme Court Buildimg 1941 As each
largerthantlife mural appeared on prominent wallshiexico, the muralsnspired

Mexicans and foreigners alike. Mexico Citxas a rich place with a vibraatt scene.

From approximately 1920950,muralists, printmakers, and foreiporn surrealists
contributed to a rebirth in the visual arts. While mu@s made of the New ofk City art
scene in the firgtalf of the twentieth century, Mexico Cifsoemerge as a majoart

capital during thigime. Foreigners from other parts of Latin America and Europe arrived
in Mexico and became inspireg the culture they encountereik a group however,

artists from the United States became the most enthralled with the Mexican cultural
renaissance triggerdyy the mural movement. The proximity to Mexico granted
American artists an easy journey to Mexidéthough the mural movement was centered
in Mexico City, murals emerged throughout the country. Similangny American

artists first arrived in Mexico City, bsbmeventured taotherregions>?

D. Setting the Scene in the United States

A great exchange of ideabout mural®ccurred both in the United States and in

Mexico. The physical presence of the mistalin the United States was a major factor in

%8 Daxaca was a frequent source of inspiration. Both fodetgn and Mexican artists became motivated by

the indigenous cultures of this southern state. In particular, the women of the Isthmus of Tehuantepec were

portrayed by Modotti, River&Rufino Tamayq1899 1991), and many others. The Yucatan peninsula,

which was the ancient home of the Maya, brought many foreigners to Mexico and served as artistic

inspiration dating back to nineteentientury artists and chronicleike John Lloyd Stephens (1805852)

Frederic Catherwood (1792854), and Alexander Von Humboldt (178859). In the twentieth century,

the American Alma Reed (1889966 who | at er became Orozco@®sendart deal er
the Mexican painter and muralist Raul Anguigf©815 2006) were examples of artists who visited and

were greatly influenced by the Yucatan.
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their widespread influence. Rivera painted muralSan FrancisgdDetroit, and New
York. Siqueiros worked in Los Angeles and New York. During the height of the mural
movement in Mexico, Orozco spent sevessdrs in New York and accepted
commissions to create works at Pomona College in California and Dartmouth College in
New Hampshire. The mere presence of these artists in the United States allowed for a
whole generation of American artists to be exposehdiv work.For example,n the
years preceding his signature style, Jackson Po{li2k2 1956)came under the
influence of both Orozco and Siqueiros in New York.
OtherAmerican artist such as John Slogh871 1951) who isassociatd with
the Ashan Sclool, wereaffected by Mexican muralisfi.Sloan, an impdant American
painternoted for his portrayals of New York City life, interacted with bOtlozco and
Rivera in New YorkSloan did not travel to Mexico nor did hig eeflect the influence of
the mualists,buthis support of their work emphasizes the way in which the muralists
had seeped into the consciousness of Americestaart i The Mexi can tri umvi
Rivera, Orozco, and Siqueiros, was for Sloan, an example of the power that nonabstract
art dill retained, anche regardediveraasthe paradigm of an artist who had profited by
his study of Cubism yet moved on®Sloan even mor
had first met Rivera and his then wife Frida Kahlo (19®54) at the Algonquin Hotel

in New York City during October of 1933 Beyondrespecting the technique and style

9 The Ashcan School is a misnomer because it was not a formal school of art. Instead, the term Ashcan
School refers to a group of American artists that includes Robert 864 1929 and George Wesley
Bellows (1882 1925 who favored urban realism.
ziJohn LougheryJohn Sloan: Painter and Reb@ew York: Henry Holt and Company, 1995), 319.

Ibid.
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of the muralists, Sloan expressed support of Rivera in the ensuing debate surrounding the
p ai n t-m@atedorsiraliattRbckefell€enter.

Athough Or oz c o &<Laliforoia, Hew Hampshiregasnd New York
were significant, his timan New York was not always positivele struggled in New
York City and found it difficult to find a market for his work. In faloe lamented that
fellow Mexican painter Rufino Tamayo seed to find much more suppSftwhile
Orozco struggled to show his work, Rivera was honored with one of his most important
exhibition opportunitiesWhen Rivera received solo exhibition at the Museum of
Modern Artin New York City in 1931, it marked onle second solo exhibition in the
Mu s e u md s® Fbrithis exbibitipn, Rivera was commissioned to create several
movabk frescoe$? In comparison tdRivera and Orozco, Siqueiros was slightly less
successful in the United States, taking on only threehpuojects in California and
briefly living in New York where he founded his Experimental Workshop, a space that
was visited by several upcoming artisteh agollock® Siqueiros created three murals
in Los Angeles. He worked briefly at ti#ouinard At School where he mademural
Street Meetingfor teaching purposé$.In 1932, Siqueiros created a private commission
Portrait of Mexico Todayfor a movie director in Hollywood that is now on view at the

Santa Barbara Museum of AHis most famous murah the UnitedStatesLa Améica

%2 Though murals by Tamayo are on view at the Palacio de Bellas Artes indV@ity alongside major
murals by Rivera, Siqueiros, and Orozco, Tamayo worked outside of the prevalent mural tradition that took
place from 1920 to 1950 in Mexico. Tamayo was critical of the muralists and did not view their work as
revolutionary.

% The tonor of the first solo exhibition at Museum of Modern Art in New York was bestowed upon Pablo
Picasso.

®n late 2011, an exhibitiomiego Rivera:Murals for The Museum of Modern Adpened at the Museum

of Modern Art in New York and presented fivethé eightmoveable frescodRivera painted in the city.
®st e phen Pol c ®ollock: Egic Onarsfiguation®American Art6, no.3(Summer 1992),

37 57.

% This mural was later destroyed.
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Tropical, 1932 created on Olvera Streiet Los Angelesis currently undergoing major
renovation®’

While murals of Mexico tend to conjure the thoughft®©rozco, Rivera, and
Siqueiros, the mural movemeronsisted of more than the contribution of three men. At
the heart of the mural production rests the work of many. Every muralist is helped by
assistantsvho make the production of a single work possible. Stephen Pope Dimitroff
(1910 1966) Miné Okubo(1912 2001) lone Robinsorf1910 1989) Mark Rogovin
(b.1947) andEly de Vescov{1910Q 1998)are among the many that contributed to the
murals produced by Mexi can PamAmergan®nity Okubo ai
194Q now housed at San Francisco Gligllege in San Francisco, California. Robinson
workedonRi ver ads mural cycl e at t hasménttoned on al Pa
previously,her book A Wall to Paint Or(1946), consists of many intimate letters that
reveal the impact of muralism iroth her professional and personal lifdany artists
whoinitially found work as assistansuch ag.ucienne Bloch 1909 1999) Xavier
Guerrero(18961974) Pab |l o (I®04H988)d&Emmyd.ou Packar(ll914 1998)
Ben Shahr{1898 1969) and Philip Steirf1919 2009) eventually led their own mural
projects. Ben Shahn helped witiverad 8l -fated Rockefeller Center projedan at the
Crossroads1934 and later created his own naliprojects including &/PA-sponsored
muralat Jersey Hmesteads (nowhe town ofRoosevelt) in New Jersey. Stein worked

with Siqueiros on projects suchBlse People for the University, The University for the

" The Getty Foundation supplied major funding to restore the mural which was whitewashed due to its
controversial content. The mural portrays a Mexican migrant worker crucified on a cross.
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People 1952 56 atthe Universidad Nacional Autbnoma de Méxiand eventudy
created one of his ownuralks at the Village Vanguard jazz club in New York Cit§?
TheFederal Art Projeadf the Worls Progress Administration waseated in
response to current events, specifically widespread economic depression, but not in
reactionto war.n T h e  wpblid baildiogk across the country bear silent testimony to
Americabs great experiment in federal suppor
are ablaze with the colors of murals; parks, public squares, and civic centers are
decorated with scutpre created during the great Depression under the auspices of the
feder al a ¥ The murats gf th&VR¥slacked the ferocity of composition and
vision, the leftist political sentiments, and the anger expressed in many of tkadest
Mexican muré. TheWPA murals were governmesponsored enterprises that relied
heavily on the approval of both elected officials and the local commuhite certain
Mexican murals, like those created by Rivera at thBddal Palace and the Ministoy
Educationwere also governmessupported initiatives, the same freedom of expression
wasnot extended to the muralists in both coun
mural Contribution of Women to the Progress of Mankamthe Lucy Flower High
School in Chicagoal 936 was whitewashed duwe atso iitt svafsc on
deemed depressirg.
In theUnited Statesluring the 193Qssome otthe radically inclined artistjoined

the John Reed Clutr had their work published iINew MasseandArt Front, bothleftist

% The Village Vanguard ikcated afl78 7th Avenue South, Greenwivlilage, New York City.

®0Orville O. Clarke, Jr., fSoantqadsan8Firetgavermbers i n Art: V
December 1987):55.

O Heather BeckerArt for the People: The Rediscovery and Preservation of Progressive and \HrR.A.

Murals inthe Chicago Public Schools, 190843(San Francisco: Chronicle Books, 200P32.
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and progressive publicationSharlot and Ramos Mantez were not activg engaged

with the John Reed Club or any other Communist organizeieveralAmerican artists

such as Mitchell Siporif1910 1976, Anton Refregie(1905 1979), and Morris
Topchevsky(1899 1947)whowere greatly influenced by Mexican muralerealso

members of the John Reed Cl#orthermorein 193, the less partisan American

Ar t i st s @ttraCtedmgmberssosthe John Reed Club due to its commitment to
supporting drthat presents socially relevant materialt still did not find Charlot or

Ramos Martinez among its membé&r€harlot was more active with American artists

and their organizations, but Ramos Martinez remained less connected and less affiliated
with ovettly political organizations in the United Statés.

Recipients of major commissioivs Mexicowere typically men, while women
often took supporting roles in the movement, often serving as assistants andtadels.
European immigrant, Fanny Ral§@b22 2008, created murals in Mexico City through
her relationship with Kahlo, who served as a teaaehd mentor to the young Rabel and
likely contributed to hes t u d @&cessdossuch commissidiissmerican women
participated in the mural movement as well. $s@racg1905 1979 and Marion

Greenwood1909 1970 witnessed the murals of Mexico, painting a few of their own in

“"Virginia Hagel stein Marquardt, fo6iN83EMatersoes o6 and Jot
|l deol ogy, Subj e dheJddmdl df Pacqrative and Pruagglal Aes120(Spring

1989):56.

"2Dr. Margarita Nieto (Professor of Chicano/a Studies and Art History, Cal State Northridge), in discussion
with the author, January 201Phere is no evidence that Ramos Martinez identified with any political
organizationsn Los Angeles.

3 Many women participated in the W.P.A mural program in the United States. Also, several women
produced post office mals. For exampleBelle Baranceanu (1902988)created a murah La Jollg
Californiafrom 1935 36 and Elise Seeds (1908963) completed a project in Oceanside, California in

1937.

" Rabel was a member of a small mural collective called Los Fridos that completed several small
commissions in Mexico City. Later Rabel created a large mural on her own at the Jewish Athleitic Club
Mexico City.
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Mexico and others in the United States upon their rétulEmmy Lou Packard worked
as an assistant to Rivera and was a personal eotdit the muralist and his wife
Kahlo.”® Packard learned the techniques of Rivera while working for him and
simultaneouslylevelopeder own work. Photographers Tina Mod¢1t896 1942)and
Mariana Yampolsky1925 2002)movedfrom the Unied States to Mexicaona engaged

with the indigenous cultures anelvolutionarypolitics of Mexico.

E. Outline of the Dissertation

Following thisintroduction, Chapter Il examines the work of Charlot. After
reviewing the principal facts of his life, formative influences, arsdtaining as an artist,
two major aspects of his life and wakeemphasizedn this chapterl examine the
breadth of his artistic productipwith specifc attention to his interest Mexican and
Hawaiian culturs, andhis role asa producer of botsecular and nonsecular arts in the
continental United Statek Chapter Il] | address the relationship between Catholicism
and Charl otds wor k. Hi s murals created for r
understand his work in new ways and to eviule diverse translations of muralism.
Charlot is often referenced as a minor figure in analyses about the Mexican mural
movement of the 1920s in Mexico. This study changes that perception by positioning him
as an important figure in the development @itan muralism and as a major catalyst

for the spread of muralism in the United States.

> American artists Grace and Marion Greenwood, Isamu Noguchi{19948 8) , and Pabl o O6 Hi gg
all commissioned by the Mexican government to create murals at the Mercado Abelardo L. Rodriguez in

Mexico City. Marion Greenwood also credtmurals in Taxco and Morelia.

76 Although well documented as assistants, the legacy of many of the American women who engaged with

murals suffers from the scarcity of their work to study.



34

Chapter IVfocuses on the work of Alfredo Ramos Martinez. Charlot and Ramos
Martinez share much in common in terms of their perceived roles as outsiders to the core
group of famed muralists occupied by Rivera, Siqueiros, and Orozco. In fact, both
Charlot and Ramos 8ttinez worked during the 1920s in Mexico and extéed with
some of the bedtnown painters in Mexico. Furtihmore, they share in common a
commitmentanda passion foICatholicism and the traditional cultures of Mexico. In
expressing their affinity fomidigenous customs of Mexico in the work they produced in
the United States both artists participated in the construction of a specific type of
Mexican identity. Beyond drawing a comparison kedw the two artists, Chapter IV
provides biographical materiah Ramos Martinez and addresses the murals he created in
Ensenada (Mexico), San Diego, Santa Barkamd Los AngelesAs a Mexican artist
who moved back and forth across th&Mexico Border, Ramos Martinez created art
that satisfied American patrons amhforced a romantic perception of Mexican identity
in the United Statedut simultaneously demonstrated a commitment to social justice and
Catholicism

ChapterV delves further into theelationshipdetweerthe artistic vision of
Charlot and Ramoaislartinez. Furthermore, Chap¥ifocuseson the quest for social
justice present in works @harlot and Ramos Martinekhis chapter includes a
discussion of howhe development of modern religious history in Mexico affected these
artists To conclude thisnalysis Chapter VY briefly addressethe continued relevance of
murals in the United Statesdathe legacy of Charlot and Ramos Martindze

conclusion stresses how the exampleSldiriot and Ramos Martinez offer strong case
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studies because their warkveals bothraditional anchortraditional ways in which they

were inspired by Mexican muralism

F. Conclusion

After Mexico, Charlot worked in diverse areas of the United States such as
Georgia, Colorado, Kansas, and finadHgwaid, where he spent the last three decaifes
hislife. In the United Statg Charlot painted many murals aadght at numerous
universities across the country where he influenced generations of students. His teaching
focused on fresco painting and the trafis of the Mexican muralists, specifically
Orozco, who was a close friemdlthough based itdawaid, Charlotcontinued to travel.

He created murals and prints inspired byémxperiences in the Fiji Islandd a wa i 6
became Charl ot 6 s,and berdiehtimer dieagaofesightydrein c e
1979. His legacy continues through his enormous artistic production that portrays his
individualistic response to a welhaveled life.

When Ramos Martinez left Mexico for the United States, his work became
transformed. He increasingly made work about the country he had left behind,
emphasizing the topography, traditional culture, and indigenous pafojdiexico.

Moreover, he became a muralist outside of Mex#dthough he knew the muralists in

Mexico and inspied many of themt was in the Wited Statesthat he embras his role

as a muralist-He returned to Mexico twice for mural commissions, but for the most part

he led his life in California after the 1920s. He died in 1947 while completing a project at

Sci pps Coll ege in Claremont, California. Ram¢

art can transcend the physical border that lies between the United States and Mexico.
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Ultimately, the impact of Mexican murals reinforced Social Realism in the United
States, inspired the mural division managed under the auspices of the Works Progress
Administration, promoted public art, and offered new opportunities for artists to consider
Mexico. All of these assertions have been examined by other books, essays, and
exhibitions. My project aims to provoke further dialogue regarding the dynamic, historic,
and eveipresent cultural exchange between Mexico and the United Stedeghan
analysis othe work of Charlot and Ramos Martin@&hedistinct way in which my
dissertation differs from previous anaégsis its grouping of two undeecognized artists,
placingan emphasis on their religious works in the United States by addressing a
wide variety of work by both artists, a majority of which has never been discussed before

in anythorough orcritical manner



II. JEAN CHARLOT

The life story and multitude of work produced by Jean Charlot reveal an artist
who traveled frequently, but who sought great inspiration from local environments.
Charlot was not an artisthoreveled in what was fashionable; instead he pioneered new
techniques andmphasized the frequently neglected popular arts and daily life
experiences of the peoplde manage to createa diverse body ofvork that
simultaneouslygynthesized Cubism, p@olumbianart and everyday | ife ir
Charl ot oOneeftles ttahtiendg,s it hat has guided me all
|l i ke 6art. o6 | dondét I|ike o6art for art. 6 What
Mexico is art for the people. Thatodos why | a
prints], peny-s he et s, P o s a'dWith thia dedarasiopChérlot expriessed
thepassionat@oint of view that would influence him throughout his long and varied
careerChar |l ot was not interested in aran for art
inclusive definition of the arts.

Char | ot 0 suctionisimmdssiventggmsmichisisualart, he often
repeated iconographandrecorded certailmages in his memory that servasthe great
inspiration for future workDuring his life hecompleted more than fifty murals in
addition to mosaics, smaknd larg-scale sculpturesijumerous printsand easel
paintings Though Charlot experiend@rofessional disappointment in his career, for the

most part, he was immensely succes&fiie wascelebrated with more than one

"Morse, Vii.
8 As will be referenced later, a canceled mural commission and a destroyed mural were deeply troubling to
Charlot.

37
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hundred solo exhibitiongnd his work was acquired by numerous private and public
collections.

The facts of an artistodos biogmowphy are o
biographies of artistsuch ag-ridaKahlo and Willem de Koonin@L904 1997)labored
to provide ancestral information for the artists they examine, so much so that they beg the
guestion as thow significantarerelatives anéncestosi n t he f or mul ati on of
individual identity’® In the case of Charlohowever his initial experiences, along with
the history of his familyvere extremely importanand they ha@ tremendousffecton

the artist

A. Early Biography

Born in Paris in 1898, lkarlotwasencouragetby his family inhis pursuit of art
and his curiosity of diverse culturé8h ar | ot 6 s par e rsupgortednne and H
love ofart and his studious wayls particulay it was his mother wheecognized his
earliest drawings as possessing great artistic nsdré.wasn artist herself with a small
studio in the familyds s ummewerethasereeoundher e s he
her including her son, Je8hCh ar | ot | atlerwarse cao umotdeed,, fian ar t i
before | became anart@'Ch ar | ot 6 s nonacsociete lady whimek up
drawing as a paéise; she had studied art seriously at the Axraieg Julian and later #he

Grande Chaumiere and withe great French history paintiFanLéon Gérom&1824

¥ Hayden Herreratrida: A Biography of Frida KahlgNew York: Harper & Row, 1983); Mark Stevens
and Annalyn SwardeKooning: An Americaiaster(New York: Alfred A. Knopf, 2005).

8 Jean Charlot had one sibling, a sister named Odette CHEBRE 1977)

8 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smithsonian
Institution



39

1904)*%Duetohis parent sd di wtegrews w infareatypidal®arisign Ch ar |
family. Me mb er s o fdlivediinsMexito sincesthre 4820arfiddisni | y h a
father was born in St. Petersburg, RusBreeexactidentityo f t he arti st 06s RuUus:
grandfatheremains unknowf

Charlotwasraisedia comf ort abl e financial environm
andexport company was successtmd thereforgthe family was able to live in an
established area of Paaadspend time in botthe city and the countryost important
as a budding artis€harlot waspermittedto pursue his creativienpulses. Located a few
minutes from the Charldamilyd s h o me thé amurcA_a Coilégigle NotreDame
de Poissy wabuilt largely during the twelfth centurgnd it wasa stunning examplof
religious archiecture as it demonstratéte transition fronthe Romanesque to Gothic
aestheticScholarJ ohn Char | ot asserts that his father
influenced his appreciation for art and his interest in religious spaces. In particular
Charlot catends that his father found thiewrch of La Collégiale Notr®ame de Poissy
and the art withm it to be of profoundmportance®

During his adolescence in France, Charlot further developed an interest in local
popular art, a curiosity that would later jp&rticularly prominentri his workin Mexico
and HaFvom a young age Charldesired to travel to Mexi¢@s his curiosity had
beenpiquedby family stories about the country. His maternal grandfather was born in

Mexico in 1840. His great uncle Eugene Espidon Goupil collected historic Mexican

3 ohn CHean Ghadt Life ad WorkChapte2 . 4 | mmedi ate Family, o (book m
Department of Religion, University of Hawai o6i at MUnc
87 i jfdean Charlot: Liftand Work Chapt er 2. 4 T h(eookmamscipt, Bepagtmenta mi | y . 0
ofRel i gi on, University of Hia20@). 6i at MUnoa, Honol ul u,
84j i | Dedin Charlot: Life and WorlChapters 2.2 The Paternal Side andl2lBe Mat er n a | Side. o
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manuscripts and other p@olumbianartifacts. Goupil purchased an extensive collection
of material§Srom Joseph Marius Alexis Aubin (18a@3891), a historian who had largely
kept the materials away from public view. Aubin lived ieXfto during the firshalf of
the nineteenth century, and he was one of the founders of the Sociéte Américaine de
France inl857%1 n f act, Goupil 6s wi theBibliothégueat ed hi s ¢
nationale de France in Paris in 1898, and it remains one of the most highly regarded
collections of colonial and ancient Mexican manuscripts in existérieyond his
interaction wih manuscripts, Charlot was also exposed at an early age to ancient
artifacts. For his first communion, Charlot received a smaiQuiembian whistlé”
Furthermore, during the French occupation of
served as advisoret t he French archaeol ogi st-=s. l ndeed,
Columbianculturewere strongly rooted in the history of his famiis passion for folk
art was due in part to the prominent role Catholicism played in his life from an early age.
While many grand religious images were painted in prominent churches throughout
Europe, ephemera and other forms of populaswnh as medals, beads, and prayer cards
werecreated to promote faithful practioedaily life.
The religious faith introduced to Cthat by his mother during his formative years,
proved extraordinarily influentiaA | t hough Charl ot 6s fahidhrer mai n

mother was a devout Cathqlandas a result ofiis deep connection to her and his own

®H.B. Nicholson, fAThe Nat i veupilQoledionbfiMecamdficar t or i al s i n
Enthnohistorical Documents in the Biblioth que natior
Journal de la Sociéte des AméricanigtE398):35 50, 84 2.

% |bid, 40/ 45. An abbreviated list of items in the AubBoupil collection includs: Historia Tolteca

Chichimeca1116 1544),Codex Xolot(1244 c. 1427)Codex en Crugl402 1569), The Map of

Quinatzin (c. 1542)Codex Mexicanuflate sixteenth century), ar@bdex Ixtlilxochitl(c. 1600). In

addition to these materials, other workduwe various colonial administrative and legal documents and

dated Nahuatl histories.

87 John CharlotfiJean Charlot: Life and WorlChapter 5.1 The llinessand8h of Henr i Charlot. o
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personal interest in Christidaith, Charlot embraced religious practice diargical art.
Charlot later wrotefil Mot her 6 s sweet proddings churchwi se
disapproval proved an unmatchable combination for devotion. | could thus
simultaneously obey andrebble doci | e and ¢ h Jd®lsealistiactiveat h of
opportunity to be both loyab his motheand rebelliouso his fatheproduceda
passionate liturgical artisAs a teenager,enjoinedthe GildeNotre Dame and his eardie
works were spirituallynotivated The Gilde which included among its members
painters, glass artists, sculptdisyrgical cloth designersgmbroiders, and other
specialists in decorative religious afispvided a great source of intellectual and artistic
inspiration for theyoung CharlotHe r ecounted, AAs | grew up, t
art became the common ground®Ounghiseen my devo
formative years, Charlot discovered a way to meld his passions for art and religion.

Many of the artists invekd in the Gilde were committed to bringing new energy
and perspectives to liturgical agtgoal that waef great irterest to the young Charlot
andthat would remainvith the artist for the rest of his life. The Gilde also provided an
intellectual forumn which members and guest speakers offered lectures. Charlot
documented important lectures, in addition to givarfgw talks to the membership of the
Gilde. At this time in his careehe created seral woodrelief sculptures intended for
church space®lthough he comptedmultiple version®f these works, only one early
relief from approximately 1918 is known to exg. 1).%° This relief is unfinished, but

clearly depicts a femalediure and the shape of the wairkplies that it belongs in a

8Jean Char | ot BornfiCateoliciNe® Woakr Sheed &Vard, 1954)99.

87 1, Born Catholics 101.

®John Charlot (Professor of Religion, University of F
author, February 2, 2011.
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nicheor church windowThese early experiences contributed to his development as an
artist engaged in creating art for a commuaitg artthat would be used in conjunction
with religious services.
From 1914 to 1915 harlotstudied at the Ecole d@eauxArts, and after he
spent time in Brittany, a region in the northwest portion of France, he developed an
interest in local popular art. The Breton peasants, the traditioryal iwavhich they lived
their lives, and the material culture they produced were tlginpéng of a pattern of
personal responses to diverse places that the artist experienced throughout his career.
While Brittany was an influence, Charlot also traveled to Epinal to meet a family of
artists who created the folk prints that he so admirednDumis life, Charlot compiled
three distinct collections: the 1i188)ges dOEpi
and prints by José Guadalupe Posada (1B3®21 3) . The i mages dOoéE£pi nal
possession were colorful and presented a high condentddtfigures. There were two
major types of these prints in his collections: battle scenes or works that record social
customs (figs2-3) . Charl ot marveled at Daumierds art.
one of the greatest artists of the nineteestitury He saw the great irony in the fact that
Daumier had his first solo exhibition at age 65 and that it met with little sutcess.
Typical examples of Posadadés work often pres
sensationalized stories, or romantic talesowél Charlot collected different types of
Posadaods prints, inolspdireg Posaesds COatr hol i6c
contained®? o s a d a 6 sof Qhristrfronn thei Sanctuary of Otatitlan and Oury.ad

San Juan de los Lagos ().

“Mrang r i pt of Jean Charl ot 6s spee ®Bprifigs, Coloradooon Fi ne Arts
August 1, 1947, -B:4-5. Colorado Springs Fine Arts Center Archives.



43

Ch ar | twstic preduction slowed down duringyorld War Iwhenhe served as
anatrtillery officer. During his service, he traveled to several towns in the Rhineland
where he visited museums and bookstdreshegancarving his importantvay of the
Crossserieswhile fulfilling his duty to the French Armin Bavarig and muclof the
serieswas carved while he was stationed in Occupied Gernidrgse works were later
printed in 1920 as a seind many years later in 19#fg artist reprinted thgeries >
Shortly before Charlot left for Mexico, he exhibited iNay of the Crosat theLouvre
Pavillion de Marsaim 1921 The exhibiton included other works identified as modern
Christianartt hough Charl ot 6s work was received neg
deemed it as fsBAteough@lersi g tod seleklatsagedydil®y s
withviolentacts Ch ar | o take enthesadredrstappeaedii br ut al 6 t o cert
viewers.Throughout his career as a liturgical artist, Charlot would belfeat criticism
about hishortraditional approach to religious imagery.
War was the backdrop for the artistic ins
the Stations of the Crosé/hat might at first glance be seen as a body of work shaped
solelyby religious scripture was in fact very much informed by the events of the day. The
physical struggle of the Passion paralleled the human struggle endured by many as a
result of warLike many of the muralists, Charlot was personally affected by the ravages
of war, both in his service and the economic aftermBtle. mural movement of the

twentieth century straddles several major military conflitts:Mexican Revolution

92 1n 1977, when printer Lynton R. Kistler reproduced Way of the Crosseries he used the wooden
planks that the artist had kept with him sinegbfegan carvinthem in Germanynd later broght them to
FranceMexico, the continental United Statemd Hawai.

% Bronwen Solyom|mage and Word: Jean Charlot and The Way of the Gidasch 9 June 15, 2008.
Extended labels. Jean Charlot Collection.
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(1910 1920),World War 1(1914 1918) the Spanish Civil Waf1936 1939) and World
War 11 (1939 1945) Therefore, many of the participants in the mural movement
performed military servic& An early print by CharlotLes blessés au travail918
represents a soldi@yoking upward at a small angel figurine that he holds delicately in
his handfig. 5). War and religion were the primary influences in the formation of
Char | ot 0 s yourdyatisttHis experiences ia the military and with the Gilde
contributed to his role as an artist sensitive to the human condition and committed to
socal justice.

Charlot had joined the Gilde just as war was erupang his time there was
preemptedy his own military service, but he was quick to return to thegoemnce he
had finished his official duty during World Warlh the course o€ h a r tinee withshe
Gilde, the established artists whwst inspired him werklaurice Denig187Q 1943)%
Marcel Lenoir(1872 1931) and Georges Rouaylt871 1958)° Later, Charlot
described thee earlyinfluences, | nientioned how we weileoking for Catholic
artists. By artists | meant painters at ttimed Maurice Denis and so oAnd of course

Claudel as a Catholic poet helped round up the picture for me as a young fellow who was

% Siqueirs Hparticipation in the Mexican Revolution began when he joined the army of General Carranza
in 1914. After four years of fighting, he obtained the rank of captain. After the Revolution ended, Siqueiros
was sent to Europe as a military attaché in hondisobrave and noteworthy achievements during the war.
Siqueiros was in Europe from 1919 to 1921, spending time in France, Italy, and Spain. His military service
contributed to the dramatic and at times violent murals that he created in Mexico. Additibwedly as a

result of the G.I. Bill, that American artist Philip Stein was given the opportunity to travel to San Miguel de
Allende and study with Siqueiros, who briefly taught tharel began a mur#that was nevefinished.

Military service gave Amecian artists an opportunity to travel to Mexico for further education.

% After early study at the Académie Julian and the Ecole des BeasixDenis became influential among
liturgical artists in France. He created murals for several French churchesapdiated the ceiling of the
Champs Elysées Theatre in Paris.

%J ohn CHeanr Gharlot; Lifefand Work by John Char®8. The Liturgical Art Movement, the

Gilde NotreDa me , a n dPhilddoghy dfAct.t & s
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trying to express myself, meni ng my Cat h%¥lhtheopeninggpedesof n art . o
the twentieth century in France, Charlot was not without important religious artists and
writers to admire.
C h a r first inuvas commission came after WabWarl. The intended piece was
entitledProcessionabnd wagneantto depict individualengaged in anarchonthe
walls on either side of the nave leading into the sancflia@@garlot heldwith great
excitement the blueprints approved by piiest and completed his own diags for the
proposed mural long befole received a note from theigst with the newshat the
commission was terminat@dThis disappointmenvasamajor catalyst for his departure
to Mexicofrom hisbirth country ofFrance'® The rejection of his workn Francded to
hope that he might find a different audience fordwis distinctiveinterpretation of
modernism. His situation with the canceled mural, howevas, notthe only time thahe
experiencd rejection in terms of his mural aspiratioas further disappointment will be
revealed later in this chapter
As a young man Charlot was left to care for the family business and for his
mother:®* He did not have much of an interest (or talent) for business, so he and his
mot her sought new opportunities. Charl otds n

twenties.Charlotfirst traveled to Mexico irearly 1921 andafter a brief stay, he returned

7 Ipid.

% John CharlotfiJeanCharlot: Life and Work, 8.1.3.4.1.The History of the Prajedt J ohn Char |l ot st a
that his father Jean used this title for the mural project in an interview that took place many years later on

November 18, 1970.

9Jean CharlotBorn Catholics 101.

1% Dye b economic constraints, Charlot and his mother were interested in relocation as Charlot had failed

to manage the family business afterthia t eath.d s

Ycharlotos father died in 1915 and he remained extr el
January of 1929 in New York. Her death led the artist to have a mental breakdown.
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to France and gathered his mother and their belongmgging them tdMexico during
the same yedf”
Motherand sorarrived in Mexico at a time of great socaldpolitical change as
aresult of the tumultuouRevolution(1910-1920). With his mother, Charlatettled in
the community of£oyoacaron the outskirts of Mexico Cityrhe areaf Coyoacannow
officially a part of the metropolisf Mexico City, was home tonany of the avangarde
artists living in Mexico in the firshalf of the twentieth century’® Rivera and Kahlo
lived in her ancestral homthe Blue Housglocated in thetoriedneighborhoodAt the
same time Charlot arrived in Mexico, the Mexidaorn painter Rivera was returning
from nearly two decades abroad to inaugurate the Mexican mural movéftent.
movingto theartistic arean 1921,Charlotquickly became a part of the leading artistic
circle. He befriended many artisiscluding Weston, Modotti, and Orozco. Both Weston
and Modotti created noteworthy portraits of Charlot.
In Mexico, Charlot was giventhe kicname, At he | ittl e Frenchn
maj ority of Char Ciyteddsd td beadielmdhsir political Mexs i ¢ o
his family in Mexico was not. The family members who welcomed his mother and him
upon their arrival were more conservative and less favotalthe revolutionary politics
championed by the Mexican muralisis fact, the Charlotamily, like much of the
French community in MexicoCifg upport ed Napoleon 1116s inte

his approved administration of Maximiligh832 1867), who ruled from 1862

192 Charlot returned to Paris for the first time in 1968 as described, along with other information about his

time in Paris, in John ChardhmtPReJlJémnddariodFlor mati on of t he
Retrospectiveed. Thomas Klobe (Honolulu: University of Hawai'i Art Gallery), 36.

1931 ong after settling in Coyoacén, the neighborhood continued to be a home to generations of artists.

Painter and muralist Raul Anguiantmaintained his studio there until his death in 2006. Coyoacéan provides

an example of the power of place, the ability of a community to unite several artists through common

location and experience.
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1867% Despite the distance between their political vie@$, a r family \bas always

welcomingto his artist friends and many established congenial relationships with his

motherSi queiros painted a po r'®AlthoughmastofhShar | ot 6
friends and colleagues gatongwell with Charlod s f a mi twyote w&dngry | o

letters to Anita Brenné?° (1905 1974, the groundbreaking scholar and art criifter

he felt she had been rude to his motfiér.

Charlot proved to be a pioneer in Mexico, leading the experimentation of fresco
techniques in the murahaking process and reviving interest in the great printmaker José
Guadalupe Posada (183213). The medium of fresco painting would become a major
partof his life as he reateal fresco murals at fortfive different sites throughout his
career'® He negotiated the art scene in Mexico City quickhyg successfullyan
impressive feat given higositionas an immigrant and outsid&harlot status as a
foreigner and his departure from the country in the late 1920s has lessened the notoriety
of his impact in Mexico, although he has been celebrated in that country with major
exhibitions.If hehad stayed in Mexico and created the majority of his work witien
country, he would be a mofamousfigure there While native Mexican paintesich as
Rivera are often credited with creating the firgidernworks done irtruefresco in
Mexico and resurrecting the career of the great printmaker Pashadot waghe

trailblazerwho should be credited with both.

194 30hn CharlotfiJean Charlot: Life and Wiy 2.3 The Materal Sided

19y § jflean Charlot: Life and Work, 3. Problems and Presentation

1% Brenner was a noted historian, art critic, journalist, and editor. Two of her HdolsBehind Altars

(1929) andrhe Wind that Swept Mexico: The History of the MexRawolution 19141942(1943) were
seminal books that continue to be studied for their distinctive interpretation of syncretism in Mexican art
and the political circumstancésatsurround the Revolution and its aftermath.

73 0 hn CHear Gharlotife aftd Work,2.4 The Immediate Family o

198 Klarr, 1.



48

Char | ot 0 eofdoth mahhigeies gnd tiestoryof artmade a camatic
impression on the artsshe encountered. HWay of the Crosprints, presented as a
portfolio, were used by the artist asvay in which to introducéimself tonewartists and
patrons in Mexico CityCharlot donated a set of the prints to the Academy of San Carlos
and they were appreciated by a group of young atfiS&urthermore, although Mexican
muralistssuch aRRivera anl Siqueiros had visitedarious parts oEuropeand had
viewedthe lItalian frescoes, Charlot was often called upon for his expertise and
familiarity with the art formCharlot recalled in late interviews with his son that he had
memories of being a youn@p and viewing fresco murals in churches and musédins.

As an adolescent and as a young man he looked to great fresco painters likecGiotto

1267 1337)and Pieradella Francescéc. 1415 1492)for inspiration®'! The mural

painter who most influenced Charleefore his departure for Mexico was Maurice Denis

(1870 1943) While a majority of Ders dmaurals were oil compositions, he began t

make a fresco work in 19%& the Chapelle du Prieutiéat Charlot knew wel*? Given

Charl ot 6s knoRabloc®dde gagfi nsr eegoetted that Char
Moreover,O0 Hi grecognized a greatve for Mexico in Charlot and aability to

create great work'?

199 Bronwen Solyom|mage and Word: Jean Charlot and the Way of the €1Bstended labels. Jean

Charlot Collection.

193 0 hn CHear Gharlot,Lifefand WorB,.4.6. Architectural Bcoration 0

M1y iij Jedin Charlot: Lifeand Wor8,. 4. 8. Knowl edge and Use of Art. o

HM2{ ¥ | Jedn Charlot: Life and Worl,6.1. The Artistic Nlieu. ©

13| ester C. Walker, Jdean Charlot: Paintings, Drawings, and Prints: An Exhibition organized by the

Georgia Museum d4rt, October 31 to December 5, 1976 Georgia Museum of Art BylkdinEthel

Moore 2 (Fall) Athens:The University of Georgia, 1976): 14.

O6Hi ggins and Charl ot maintained a friendship and cort
visitedtheChr | ot Family in Hawai 6i in 1952.
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From 1922 to 1924Charlotfinishedhis own muals and worked as an assistant.
His first frescoMassacran the Main Templevas created ahe Antiguo Colegio de San
lldefonso(also known ashe National Preparatory Schpéiom 1922to 1923(fig. 6).***
Charl ot | ater wBuott el adboonudtt fbreelsiceovees ,t hiat fr es
affair. 1 think tha if you nurse your mortar through the first days of drying out, it
becomes very quickly tough. One of the toughest mesdidmd | think that there is a
little bit of affectation when you read the books about fresintingd about people
saying that theyannot paint fresco in such and such pkiceFor Charlot, fresco was a
tough and sturdy medium that did not necessitate the care afpiidxy many artists.
While Charlot paitedaf r esco at the Nati onal Preparatory
Mexico, Creation 1922 23, was made with encaustiCreation painted nearby
Massacre in the Main TempwasRi ver adés | ast mural in encaust
he embraced the fresco technidtfRivera is the bestnown artist to emerge from the
Mexican mural movement and is certainly the most recognized of the muralists in the
United States. The proximiitg which Charlot worked to Rivera is significant
considering Char | onitedlStatesaee fayjessshmowra | s i n t he U

In describing the power of murals, Charlot wrote,

Mural painting presupposes in its make a certain amount of selflessness. The

painted wall is only a fragment of an architectural complex. Communication

remains in its essence, and the mgssaust be stated in terms clear to the man in

the street, the devolrt his church, or the unionized worker in the meeting hall.
By definition a mural is not intended to cater to a specialized art lover. Walls are

Hadditionally, there are several smaller fresco panels adjacent to thVlasgecre in the Main Temple

The otherpanelsarEa gl e and Serpent, MeChristophE€uadbhg&mac,dastof Emb |l e m
the Mexican Enperors andShield of the National University of Mexico, with Eagle and Condor

115 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smithsonian

Institution

118 Other artists who created murals at the National Preparsthbnpl include Fernando Leal (189864)

and Orozco.
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not ?1Proper surface for a naked dispdhgelf, a dialogue between the id and the
ego.
Charlotwas not shy about expressing his reverencéhfoart of muraimaking.Despite

all of the artistic techniques he explored, he always identified himself first and foremost

as a muralistHe possessta great understanding of the history of mumalking and

both its preColumbian and European precedeMassacran the MainTemplewasin

partinfluencedby three paintings produced ktalian paintefPaolo Ucello (1397 1475

that collectively represent ttattle of SarRomangc. 143-40."*® While in this case

Charlot derive influence from the subject mattand perspectivef Uccelladd s wor k

many of the muralists studied Italianipiang, in particular thérescoes createdudng the

Italian Renaissangend foundnspiration from these historic artisi®he actual battle

which inspiredhe paintingdy Uccellooccurred in 1432 ancbnsisted of &ight

between forces from Siena and Florerigke theBattle of SarRomaneCha | ot 6 s

Massacran the MainTemplepresents a clash between two robust military foroethe

case oMassacre in the Main Tempilee two warring factions atbe Aztecs and the
SpanishConquistadors. Bold and lommgargelinesrepresenting swordguide the

viewer s eyes across the composition. Charlo
this project as the mural wassitioned ora wall along a grand staircase. Whle

overallcomposition presents a high concentration of figuressapdsses thelizzying
confusionoccurring among the participants of thattle, singular componesdrea

weeping man, arominenthorse the armor of the SpanisAndanindigenous leader with

117 Jean Charlot, foreword fbhe Painted Walls of Mexicby Emily Edwards, (Austin: University of
Texas Press, 1966X.
18 \walker, 14.
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an elaborate headdress.the lower right corner of the compositi, Charlot painted a
small portrait of himself and a few portraits of friends.

Considering that Charlot arrived in Mexico City at a momemtationalistic
fervor as the country sought to repair itself, it is impressive that as a foreigner he was able
to obtain such a prominent mural commissigm the governmenis the mural
movemengained popularity, other foreigners, in particldanericans were successful
in obtaining mur al commi ssi ons. OO0Hi ggins wa
own mual in Mexico in 1929 in the northern state of Durango. Howard Cb®B7
1980) who traveled to Mexico on a Guggenheim Fellowspgmted his first fresco
mural in TaxcoFiestaTarito, at the Hotel Taxquefio in 193%.Reuben Kadisi1913
1992)and PhilipGoldstein (later Philigsuston 1913 1980)worked on a mural in 1935
for the Museo Regional Michoacaridorelia; the mural was entitledhe Struggle
Against War andrascism?° During the same year, Kadish and Goldstein painted a
mural,Progress of Lifein Duarte, California for the City of Hope Foundation (now City
of Hope Medical Center). On both sides of the border, Kadish and Goldstein
demonstrated their response to Mexican muralism and the influence of Siqueiros on their
work.

Charlot contributedo themurals for the Ministry of Education, but found himself

at odds with Rivex Charlot create®ance of the Ribbon4923 which celebrated an

19 Dean PorterJaos Artists and their Patrons, 189050(South Bed, IN: University of Notre Dame
Press, 1998), 198.
120 Oles,South of the Borde35.
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indigenous custortfig. 7)."** Similar to hisMassacre in the Main Templais mural

Dance of the Ribbortsasprominent long angular lines that run along an extensive part of

the composition, but in this case, the lines represent ribbons as opposed to Isvibisis.

work, masked dancet®ld theribbons and move around a large ploten which they

emanaté?’ In 1924 Rivera destroye@ h a r arkiadttee site becausedid not fit

with Riverads vVvi si on afhdeventdallyeepadtheiwalt ry of Edu
where Charlot had painted the work with his own mtffsRivera was already the better

known pairter and garnered more respect ti@marlot, so he was able to manipulate the

Ministry of Education initiativewhich he led, while Charlot was for the most part

assigned the role of assistant on the profedt.a r | -dfatedwverk at thé Ministry of

Eduation washis lastlarge scalepublic art project in MexicoAlthough Rivera was

criticalofCh ar | ot 0 Erenehonarikreveréntbmced the Mexican mural
movement and assertedthat t i st s Ain Barcelona, Milan, or
café tabés and swap aesthetic theories heatedly or gleefully, at leisure. For us the making

of art meant fresco murals, climbing scaffol
Painter and mason sat side by side on the same plank, each busy with the tools of his

trade, and they Yehowhhiseethtionshigwitls Rivera may haye 0

21 Dance of the Ribbonsas accompanied by two other Charlot panels at the Ministry of Education
building, Burden BearerandWomen Washindoth created from May to August 1923. Charlot made a
smaller workNine Shieldst the Ministry from September to October of 1923.

122This pole is a direct reference to the maypoles that were made popular at European folk festivals.
12 Though Rivera is heralded as a dynamic artishdta reputation for occasionally being cruel. When
Vasconcelos and Rivera fell on bad terms, Rivera lampooned him in his Ministry of Education murals by
representing Vasconcelos riding a white elephant. Considering that Vasconcelos, as the Minister of
Education, had helped Rivera receive the commission, and he worked in the Ministry of Education
building, the representation seemed particularly unfriendly.

124 Charlot, foreword tdosé Clemente Orozche Artist in New York:ettersto JeanCharlotand
unpublished writings, 19251929 (Austin: University of Texas Press, 1974), 10.
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beenunnecessarily compledue to the destruction of his muraé was quite close with
Orozco.
ThoughMassacre in the Main Tempéad the controversy surroundihg wak
at the Ministry of Educatiod o mi nat ed the story of Charl otods
did create one momgork, asmall public frescoShield of the National University of
Mexico, with Eagle and Condan February of 1924 at the Biblioteca PAmericana in
Mexico City. Beyond Ch amdkiogtindexico, hevbeclimee me nt  wii
an important figure among the Estridentistas and continued to write poetry. The poet
Manuel Maples Arce (1898981) wasconsidered to be the leader of Estridentismo, a
literary group informed by visual art movements such as Dadaism and Futurism that
remained active from approximately 192927. Charlot and felle muralist Fernando
Leal (1896 1964) met regularly with the E&lentistas at Café Europa, where Charlot
also exhibited his work&> Although later in his life he would downplay his significant
role within the group, many of the other participants cited his influence as impdftant.
The Estridentistas called upon Meaicartists to form an art society that was informed by
European art trends and that embraced the growing sense of internationalism within
twentiethcentury art. Due to his extensive time in Europe and his familiarity with
Dadaism and Futurism, Charlot maateideal consultant to the group whose members

were eager for access to the most agamtle ideologies of the day.

125 Klarr, 36.

123 0 h n C Hean Gharlot; Lifefand Work by John Charlb® Interviews © For more infor mat i
Charlot and this significant literary movement, Séefan BaciuJean Charlot: Estridentista Silencios?

ed.( Mexi co: Edi tori &982.dAE|I Caf® de Nadie, 0
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ANovember 11, 1927. CU&iToigbiiebehtry@apm Or ozco |
written by Charlot in his diaryHere, haeferedt o Or o0 z ¢uce dos Newd ¥opka r
City. From 1922 until his death, Charlot kept argliin which heecordednotes on the
events okach day in Frencshorthand®Thi s not ation in &€&harlotds
series of letters that the two men exchanged from Decemberb82@ctober 1928. The
correspondence between the two men, which was later published by Charlot in
association with the University of Texas Press, reveals a genuine affection between the
two and an interest in helping one another succeed in their actistiers® At the time
of Or oz c o tosNew ¥ork,aelitediwitke this familyin Coyoacanthe same
area as Charlot and his mothReather dramaticallyCharlot wa the only one who bid
his dear friendDrozcogoodbye athe train statiomwhen he leffor New York City.
In 1928, with the assistance of writer and art promoter Alma R&889 1966)
Orozco organizetivo exhibitions for Charlot in New York 1929. While one of the
exhibitions was a group show, the other wa®lo exhibition at the NeXork
Architectural Leagué® Orozcowrote Charlot and reminded him that he was welcome to
use his studio in Coyoacéan in his absence, asked him to retrieve photographs of his work

from Tina Modadti, and in a post script heformed Charlot that George Bidd|#885

127 J0sé Clemente Orozc®Bhe Artist in New York: Letters to Jean Charlot and Unpublished Writings,
19251929(Austin: University of Texas Press, 1974), 9.

128\While mostly written in French, Charlot spoke many languages and the pages of his diary incorporated
this knowledge.

129 J0sé Clemente Orozc®Bhe Artist in New York: Letters to Jean Charlot and Unpublished Writings,
19251929(Austin: University of Texasess,1974.

130 Charlot, The Artist in New York: Letters to Jean Charlot and Unpublished Writings (1929)

(Austin: University of Texas Press, 1974), 73.
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1973)icra@daathei g portrait of me'AnOrozdostudgled | ook |
to establish himself in New York, lkept in touch with Charlot
Of all the people, specifically the artisthom Charlot met in Mexico, it was his
encounter wh the young American artitorothy Daythat would have the strongest
impact on his lifeas she would eventually become his widaywas born on December
13, 1909 in Bingham City, UtahVhile she wastill a young girl, her family relocated to
Los Angels. Day graduate from Fairfax High School in 1927. She disliked how
common her first name was, so after speaking with a numerologist who suggested that
she use the name #Zohmah*?Iddesclib;mgMekiaonged her g
Zohmah wr ot ewtd tHesearth, hantdleitlovibgty and hold to it furiously. It
is more important than progress and ideas. Corn must be grown, clay shaped, and stones
cut into gods. The earth is food,™art, and t
Here, Zohmah ackmdedges a spiritual connectiontteeland and its resourceSharlot
and Zohmalwere together for eight years before marrying, eventually holding a modest
ceremony in San Francisco, California. Zohmah continued to support Charlot throughout
his life and vas a strong advocate and promoter of his legacy after he died. She saved his
lettersanddrawings, and organized his papers. In order to let him focus on his work, she

often kept up with his correspondence. The plethora of information available in the Jean

B pid.
13270hmah CharlotMexican Memories, 1932, fn.1.
133bid, 1.
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Charl ot Collection at the University of Hawa
tendencies of Zohmah Day Chartdt.
Charlotdés thirst for knowledge | ed him to
and art movements and also directed himudysthe vast history of Mexican art. i
exposure to pr€olumbian art was enhanced by his work for the Carnegie Institution
from 1926 to 1928. During this time he was present at the excavation of the Temple of
Warriors at Chichn Itzain the state of Yucan.'*® This experience furthered his already
well-developed curiosity about the p@mlumbian cultures of Mexico and afforded the
young artist an opportunity to make an incomkhoughhe arrived orsite as a
draughtsman, by the end ok assignment he was one of threeaathors on the final
report>*® Thescholar most associated with tteportswas the illustriousirchaeologist
Dr. Sylvanus Griswold MorleyalthoughEarl H. Morris was also a part of the study
team.Artist Lowell House (1902 1971)who worked under Charlot on the project
described the procesdVe copied what Mayan murals were found in the ruins and then a
great many were drawings and sculpture. Many times the sculpture was so eroded that
actually a photograph didn'tel it very well and we had to sort of search out with our
hands and then make a drawitd’ In addition to his official contributions to the project,

Charlot also created other works that were inspired by his experiences in the area.

134 Many of the Mexican moderrtiss had wi ves that facilitated the succe
while they were alive and also following their death. Other examples are Angelica Siqueiros (wife of David

Alfaro Siqueiros) and Brigita Anguiano (wife of Radl Anguiano).

135The heght of Chichén Itz4 as a political and cultural power was from approximately 750 to 1000 AD.

The Temple of the Warriors is an elaborate building with sculptured feathered serpents that occupy either

side of the entrance. The interior of the Temple wasrdéeo with frescoes that present the Toltec

conquest of the Yucatén region.

%¥jJohn Charlot, fAJean Char | ®heJoarnaflof Ratifie Blistdrgd,md.1 Hawai i an
(June 2006): 63.

137 Oral history interview with Lowell Houser, 1964 July 3rchives of American Art, Smithsonian

Institution.
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In hislithograph,TheHigh Comb, Yucatarl935(fig. 8), Charlotdemonstrates
the influence ohis time at Chichén Itza and the Yucatan region of MeXdzwing his
stayat Chiché Itza, Charlot was not onlgtimulated by the ancient culture, but also by
the contemporarindigenous Maya communities of the Yucatec regidrough this
particular piece was created several years a
reflects Charl otbés typical way of working 1in
ideas and repe#ttem over the course of many yednsdescribinglThe High Comb,
Yucatan Charlot stated that the youggl was about twelve yeaodd; around the age
that he believed local girls began to prepare to find their spdtisEse long line that
flows from theyoung girb body and up to the hair condlemonstrates he ar ti st 6s ab
to use few lines to create completanpositionsCharlot stressed the importance of
simple, bold linesand a rejection of ornate detdahen Charlot arrived in Mexico in
1921,he encountered a group of artigtiso were eager to revisit Mexican culture and
identity and celebrate daily aspects of Mexican life that had notreeegnizd
previously to any great extefthis work reflects that sensibilit¢ har | ot 6 s i nvol verl
with the Carnegie Institution project was both indicative of his great connection to these
important Mexican artists who worked at a time in which their national culture was being
reexami ned and an example of CharH®tds engage
participation further demonstrates his place among a significant community of artists
active in Mexico in the 1920s who professed a deep interest in the cultural preservation

of Mexico.

138 Morse, 156.
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While Charlot made several strong contributions to scholarshipndss
important role in the promotion of Mexican art and the development of the history of art
was his rediscoveryfahe printmakedosé Guadalup@osadaCh ar | ot 6 s i nter est
Posada, a popular artist who created art for the masses and addressetigmlitis@f
the daystirred the interest of the other muralists active in MeXtmsada created tens of
thousands of prints for the penny press. His works were made for the consumption of the
masses and often dealt with culturally significant imagesentievents, or subliminal
political messaged-hecultural and political conterdf the prints and their creation for
the masses appealeEdmany Mexican modern artists. But, when Posada di#€1f he
remained largely unknowtio most of MexiccCity andcertainly underappreciatdxy the
leading art critics and collectors of thed&yh ar | ot encountirered Posada
broadsheets sold in flea markatsd as illustrations in popular books. These experiences
allowed him to resurretéthowledge of Posadan d t o s har e the printmake
theavantgarde circle of artist friendsith whomhe surrounded himself in Mexico City
Indeed, it is hard to imagine the story of modern Mexican art without Posada.
The bettetknown muralists benefited from Chaslos r ecogni ti on of Po
work. Both Rivera and Orozco praised Posald owel their knowledge of his atb
Charlot In his muralDream of a Sunday Afternoon in Alameda Ra848, Rivera
depicted himself as a chilblding hands wittCalavera Catrinajoe of Posadads mo
iconic representation€atrina was a female dandy represented as a skeleton aithya f
hat that was meant to evoke the upper class women who benefitethéoengn of
Porfirio Diaz Posada often used skeletons to depict the liwvirigrms of the dead. On

the other side of Catrina is a portrait of Posétire Rivera honors the printmaker by
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placing him at a position of prominence, near the center of the composition, in a mural
with a dizzyng array of figuresThough Mexico provetb be a source great artistic
inspiration for @arlot and he was able to make many personal and professional contacts
in the country that would last for a lifetime, his ability to receive major commissions and
to participate in importargxhibitions wasnot tremendously successf@iventhe fact
thatMassacre in the Main Templea s t h e dargéescatemuyasin Merid¢oyhe

hoped that the United States might provide more opportunity, and specifically financial

security.

B. Shifting Roles: NewProfessional Directions for Charlot

Charlot once statediyes, of course, one thinks of the pay check. But | do think
then even if I was a millionaire, which 1 am not, | would go on teaching. | like very much
to see the succeeding generations and it maleckeel a little settled to see their
successive conclusiods™ Charlot expressed a great love for teaching. He painted and
did some teaching at the Open Air School in Coyoakéwever, in the United States,
teaching positions became an important pahiskife and took his career in a new
professional direction. After moving to New Yark1929 Charlot became nainly
increasingly engaged witieaching, but also with his artistic passion, munaking.

Moving to the Wited Statesprovided him with an pportunity to make murals, while in
Mexico hisprospectdo create work in his favorite medium had dwindled.
In the United States, Charlot received several significant teaching appointments

and should be credited for teaching generations of studentsfedsnat painting and the

139 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smithsonian
Institution
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traditions of the Mexican muralist€harlob 8rst muralprojectin the United States was
overseeing a fivdaundredsquarefoot mural entitledlhe Art Contribution to Civilization
of All Nations and Countried934 for the StrauberMuller Textile Hgh School(now

the Bayard Rustin High School for the HumanitiesNew York**° The mural was
realized in the entrance foyer of the schaad was created by students. The project had
already begun when Charlot arrived, but helgdithe work to completioffo
accompany his supervising role, Charlot painted his own mural at Strukem

Textile High SchoglHead, Crowned with Laurels fresco begun in August of 1984d
completed in 193%ig. 9). The classical composition incles a central female figure
seated with a crown of laurels. Surrounding the central figure are both seated and
standing figures, the majority of which are womiear many years it was believed that
the mural was destroyed, wherfaut, itremains on thevall of the schoot*! Shortly
after it was completed, the mural waainted overbut it was completely restored in
1995.

Charlotaccepted brief teaching assignmentdiagrse institutions such #ise
Chouinard Art School (1938Arts Students Leagud 938, Columbia University{1938)
University of lowa (1939)College ofNotre Damgnow Universityin 1939) Smith
College(1944) andArizona State Universit{1951) He deemed the series of lectures on
Mexican art that he conducted at Yale University thhes fimost gl ori ous o t e

assignment?? The prestige o¥ale University and its dedication to employing

140The address of the school is 351 West 18th Street, NewGiork

1 The ArtsCommission of the City of New York to John Chaylb8 Junel 990 Jean Charlot Collection,
Hamilton Library, Honol ul u, Hawai 6i .

142 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smithsonian
Institution
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internationallyr enowned arti sts c¢ont rinadditiondodthet o Char | c
academic institutions where he taught, he alsgagedtuderts at nortraditional places
such adisney Studios in Los Angeleghere hegave eight illust@ted lecturegn 1938 to
animators andraftsmen*®
One of Charl otds most documented teaching
spent athe University of Georgia Athens, where im 1942 to 1944 he created three
murals one at a local post office and two at timéversity. The mural at the McDonough
Post Office was entitle@otton Ginandwascreated from January 14 to February 17,
1942(fig. 10). The mural wasféicially unveiled after its installation on May 12, 1942.
This particular mural was a WR#ponsored projecin describing the government
sponsoreanural Charlot wrote,
| had brushed murals for a government once before, but Mexican officials in the
192Gs still disported a revolutiehred informality. In contrast, natithstanding
the genuine affability of its dispensers, Washington intricacy bred unease. The
contract entered into that day referred t
capital A, a facy dress for a fact long taken for granted, while the future mural
was tagged AWAIl pb36610 whicH* made it all
Here, Charlot reveals the difference he felt between goverrspensored murals in
Mexico and the United Statdsurthermore, many post offices were decorated by
American paintergluring the 1930s and 1940she particular location of this mural and

its government sponsorship pl aamaer Charl ot 6s

movement of modern airt the Uhited Statesthat was directly inspired by Mexican

“Reuel DemneyofiAwb Studios: Artist Reasaoh Charl ot in
Strangers: Selected Prose and Poetry of Reuel Demaeyony Quagliano (Westport, Connecticut,

Praeger, 1999), 141.

Yieanarl ot, AFirst Mur adlCharlovMuile in Georgia(Athers:dnive®ify bfi c e |

Georgia Press, 1945), 42.
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muralism.Here, with theMicDonough Post Officenural, Chatot participatel in the
American branch of the mural movement firmly rooted in Mexico.

Charlot producetivo murals @ the campus of the University Georgia Athens:
Visual Arts, Drama, Musj@ainted from April 20 to May 1, 194@n the Fine Arts
Building (fig. 11) andTime Discloseth All Things, Cortez Lands in Mexico, and
Paratroopers Land in Sicilyproduced from January 3 to February 29, 1@9vthe
corridor of the Journalism Buildin@ig. 12-13). Time Discloseth All Things, Cortez
Lands in Mexico, and Paratroopers Landin Siela r ks t he arti st 0s
representatiom the United Statesf Mexican colonialism. He portrays Hern@ortés
on a big white horselramatically pointing his finger in the air as if to tell the two
indigenous women who stand by his sigiaciously presenting him with gogde
abandon their larsd As is typical with these types tiustrationsof coloniaism in
Mexican mural art, the Spanish and the indigenous sectors of society are presented as
polar oppositesvithout any reference to the more nuanced relatiossigfween the
Spanish colonizers aride indigenous communities during the colonial perwdile the
mural for the Journalism Building represetite colonial past, it alsofersto current
events in its depiction of paratroopers landing in Italy. With World War Il raging abroad,
the journalism students at the Unisity of Georgia weracutelyaware of recent events.
Charlot dealt with vastly different imagery in his Georgia woakging from allegorical

figures, military operationgndSpanish colonialisntp a local cotton gin, which he had

onl vy
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visited for inspirationMoreover, inhis mural fo the post office, Charlot portrayed
African American workergor the first time'*°

One of the most influential and creative environments experienced by Charlot was
Black Mountain College, an experimental school in North Carolina that operated from
1933 t01956. Black Mountain was not accredited and did not give degrees but some of
the most important artists of the twentieth century either studied or taughtiticirding
John Cagé€1912 199?), Merce Cunninghar(f919 2009, Buckminster Fulle(1895
1983) Robert Rauschenbe(@925 2008, Kenneth Noland1924 2010, andJosef
Albers(1888i1979.C h a r |iayyteltrees fom about August 31 to SeptembeoflO
1943 reveal that when heas at Black Mountain Colleder a brief visit he was able to
interactwi t h Josef and Anni Al bers. He responded
and he and Josef juried a show toget@&arlotandAlbers spokeabout composition,
painting, a Mexico. Albers collectegdre-Columbian objects anghotayrapts of
Mexico*°

After a considerable amount of teaching, Charlot became eligible for
administrative work as wellnl1947, heeceived both a teaching and an administrative
position when hevasnamed Director of the Colora®prings Fine Art Schodf’
Correspondence between @baand Colorad&prings Fine & School reveals great

excitement on the part of the institution to havehsare artist of international patation

195 A portrait of an African American laborstruck a powerful chord with Charlot, and in 1977 he repeated

his portrait of the figure in a sgraph.

146 X erox copy of a transcribed damentfrom the Black Mountain diaryl943.The Jean Charlot

Collection

“"Accordingtoaét t er from Percy Hager man (PrdasduheSt) to ATo
1948 C h ayearlyosalayer the positionwas $6,200 dollars
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assume the directorshiff The Colorado Springs Fine Arts Centead welcomed other
artists of note befor&he previous director of the school was Boardman Robi(l®r6
1952) who needed to retire due to his failing heaktesser knowrartist today,
Robinsorwas born in Canada and became a successful illustrator in New York and
taught for several years thie Art Students Leagu@ne of his many students who would
go on to extraordinary successes was tietpr Thomas Hart Benton (188975.

In Colorado Springs, Charlot taught painting and fresco technfg&en before
he officially startedCharlotcortributed to a discussion on the state of art educati@n
conference entitleBducation in the Arés Theory and Practicé® The conference was
an annual event eorganized by the Colorado Springs Fine Arts Center and Colorado
College.By teaching at smary universities in the United States, Charlot was able to
playarole in the formation of arts education in twuntry, as well as irthe spread of
knowledge about Mexican culture and identidany have credited Charlot for his
tremendous contributions &t education, inclding Lester C. Walker who wrateFrdm
the 1930s through the 1960s, he helped form the great period of expansion and
development of the concept of training in art as an integral part of American higher

educ atbuetoCldar | sthaddsexperience with Mexican muralishe

148 Colorado Springs Fine ACenter to Jean Charldt,August1947,Colorado Springs Fine Arts Center
Archives, Colorado Springs, Colorado.

149 Class 8hedules. Colorado Springs Fine Arts Certarhives.

An old scheduldinds Charlot teaching advanced painting on Monday, Wednesday, and Friday mornings
(from 9am to 12pm), a mural class on Monday afternoons (from 1:30 to 4:30pm), and a seminar class on
Friday afternoons (from 2 to 4pm), in which all the faculty and studeerts required to attend. On

Tuesday evenings, Charlot taught a life drawing class from 7:30 to 9:&lther. regarded artists were at

the school including Edgar Brittdd 901 1982); histeaching assignments included beginning pairaimd
still-life clas®s.

Transcript of Jean Charl otds speecla Aufustd,e94Ar t s

1-9. Colorado Springs Fine Arts Center Archives.
Lwalker, 9.

Conf
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participated in construetga body of knowledge about the Mexican mural movement
among gene&tions of students in therlited States

While Charlot wasased in Colorado Springs, Mexico was not far flos
artistic inspirationHis paintingMexican Kitchen1948was created while the artist was
working at the Colorado Springs Fine Arts Certigy. 14). It presents a muted color
palette with a small window in the upper right part of the compaostftering a mid
|l ight source, a convention that is repeated
such akitchens angome of his representationsbfo s e garpeditsishop. Furthermore,
the dark ambience of the painting, lit by a single light source from a windtwve right
hand corner, evokeagaditional Baroque compositions. The juxtaposition ditlignd
dark areas of the canvesnds a sense of dramén the lower righportion of the canvas
woman leans overm@metateand grinds corn. Aebozq a traditional shawl, wraps around
the womanoés shoul ders and holTdesimagegoka womanod s
woman wearing aebozoaccompanied by her child was a comnmonographic element
t hroughout Charl otds wor k.

One of Char | o todgmallyverittea in Nahautltfe taegoege of
the Aztec}, reveals the significance of his enduring interest in portraying kitchen scenes
and tortillamaking.

Mother dearwhen | die

Bury me under the beaten earth of the kitchen

And when you do the tortillas

And thinking of me, you ciiy

If somebodyask ou, OWhy do you cry?6o6

A n s w &he woodthat | put in the fire is green,
And it is the smoke that chokes rite?

52 |ntroduccién Escritos sobre Arte Méxicanedited by Peter Morse addhn Charlat
http://www.jeancharlot.org/writings/escritos/charlotescritos.html
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Thispoerd e monstrat es Ch arHiswricAztecaultune andalfoa on t o t h
sweet, personal relationship to motherhdddthers were frequently portrayed in the
various media that Charlot worked in and his own relationship with his mother was
influential tohisartChar | ot 6s repeated depiction of mot |
ChapteV, al ongsi de a discussion of Ramos Mart 2r
subjectmatteThe connection to the ancient poem rei
writing poetry anchis appreciatiorior the works of otherd-urthermoreMexican
Kitchenr eveal s the artistés own distinctive sty
portray the indyenous populations of Mexico Char | ot 6s representati ol
for their simultaneous presentation of angular and rounded forms.

Beyond creating work inspired by Mexico and teaching the fresco technique,
Charlotfinisheda mural in the home thats family rented while living in Colorado
Springs. The mural wadiscovered when a local librarigdelen Michelsondonated her
propertyto the city of Colorado SpringMichelson died ilDecember of 2003 and
bequeathed three hougeshe city of Coloado Springsinside one of the homes was
small fresco murdby Charlot Tortillera, 19483

The composition returns to a familiar theme for the artist in that it depicts a
woman making tortillas. Charlot likely made this mural as a tea¢hbwidor his fresco
classesas it was not as finished as his other muidlsreover, the work was created in

his home, so it was not available for public viewimgColorado, this teaching fresco

was one of the only opportunities for Charlot to explore the mediunulyddved.

¥gill Vogrin, ACityds TheGazettd@huessay Decamb@3| 20Gsi ¢ Charl ot , o
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During his time in Colorado Springs, Charlot was not offered walls to realize mamédls
for an artist who identified himself moa$ a muralist this wouldot do.
Although mural opportunities were not plentiful for Charlot in Colorado $§grin
he did have some professional opportunities beyond tea¢hinga r | o tM@xscanw o r Kk
Kitchenwas also represented in the exhibititenth Annual Artists West of the
Mississippiheld at Colorado Springs Fine Arts CentenfrFebruary 25 to April 11 of
thatyear™*He was joined by artists based in New Mexico, Oklahoma, Colorado,
Wyoming, California, Washington, lowa, Missouri, Texas, Kansas, and Arizona. Other
well-known artistavho participated in the exhibitiomereNew Mexicebased artists
Howard Cook(1901i 1980) Andrew Dasbur@1887 1979, Randall DaveyX887 1964,
and Werner Drewed 899 1985 from Missouri
In hisdiaryCharlotr ecor ded on May 11, catabgudNix A make |
s h o W’ The notation referred to an upcoming exhibition in Cadlor Springs at the
George Nix Gallery, which Charladentified ashe only gallery in town. The outline of
the female figureb6s face and the decorative
heavy, in contrast t @andtebheiqudig.1l5). kb tedeswvingnor e t ypi
this linocut many years later, Charlot commented that he must have used a bad knife
when carving the linoleum block used to make this grfht.
Charl ot taught at ifrorh¥49tonl966°EHe beiganhis of Hawa i

career at the institution as a Professor of Ad.befriended many of his colleagues

%*Tenth Annual Artists West of the Mississippi Colorado Springs Fine Arts CEabetary 25April 11,

19483 ean Charl ot Coll ection. Hamilton Library, Honol ul
**Morse, 292.

150 pid.

“"Though Charl ot wionu948, hesweuldtrdtuen toi the cortientaliUdited States for

various projects. The late works thathé d i n bot h Hawai 6i and in-the contir

recognized.
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severabf whomhave been referenced in this stusheludingClaude Horan and Juliette
May FraserAt first, his connection with his art students was melesive.When Charlot
joined the faculty ofstudentewerd moresigerestedtny of Hawa
abstractionspecifically the Abstract Expressionatistsactivein New York. They did
not see an immediate significance in the worlCbérlot with his emphasis on narrative
art and figural representations. So, Charlot began teaching more history of art courses and
graduallydeveloped relationships with his students through his vast knowledge of the
trajectory ofarthistoryand his distinctivexperience and approach to it.

In the summer 01950, after hisfirsy e ar i n Chertaecepted an
invitation from his old friend, artist Everett Gee Jacksorwork as a visiting professor
at San Diego State College (now San Diego State UniverRiy@rred to as one of the
San Diego Moderngacksordeveloped a reputation in Southern California, but for the
most part he escaped larger recognit@uring ths time,Charlotalso taught a class at
the Fine Arts Gallery of San Diegodiw The San Diego Museum of Arffhe publicity
material for the c¢class stated, AMr. Charl ot,
and art writer, will give av e e k 0 sl pgirging €aurse at the Summer Art Institute,
concurrently with his program at San Diego State College. Mr. Charlot will divide his
attention between advanced students, and those less experienced, and should be able to
help with problems of largecaleo mp o s i'*®i on. o

WhileChar | ot 6s time in San Diego in 1950 wa

program, Charlot was often informally influencing others and providing arts education.

%8 paint in San Diego with Jean Charlot and George B. P850 Summer Art Institute of the Fine Arts
Society at théine Arts Gallery, Balboa Paran Diego, CaliforniaRegistration form. The San Diego
Museum of Art Archives.
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Jackson brought Charlot to San Diego after his ownti@sid experience witthe artist.
Charlot provided Jackson with important education opportunities. Buries and
Paintbrushes: A Mexican Adventudackson recounts an early interaction with Charlot:

By that time Anita Brenner had introduced us to the artist Jean Chahnlotyvas a
member of the Mexican group of mural painters. Whenever Charlot would drop

by to see us, he would go immediately to our long center room to see what we had
been painting. We noticed that he woul
[Lowell Houser,1903 1971] work and also at my work, but that he would pass by

the work of the Impressionist as though it simply were not on the walls. Since he
apparently had not seen it, although it was in plain view, he would never make

any comments about it.

At that time, | think my own painting was also quite impressionistic in style, since

| looked at what | painted and tried to record what | believed | was seeing, and
sincebytheh had about c thavseabsubfectkeebge i zi ng
Perhaps Charlotalwas | ooked at my work because |
or perhaps because | had such a pretty

| mpressioni stdéds work made me wonder about

And when one wonders or questions whaish#oing, his faith in his activity is
weakenedHe may then be very vulnerable to outside influences.

Since those early days, | have continued to be interested in the fact that groups of
artists shift from one style to another quite rapidly, oftdélowing some leader as
though they were a flock of sheep, and showing more concern for conformity than
for the creation of visual gual ity wusi
attitude toward the painting of that Impressionist may throw somedigtite

way those shifts come about. Lowelito and | regarded Charlot with unfaltering
respect, so we watched his responses very carefully. We felt that he just might
indicate the right direction to go forwattf,

Here, Jackson remembers Charlot as not gpattical, but he carefully points out that
by omitting certain works completely from discussion, Charlot let his reactions to those
works be known. As an artist who stilling if loosely, to Impressionisndackson

clearly notedCha | dackbosinterstin the style and ivas a motivatiorfior him to

embrace more deeply the tenets of modernism and to simplify his form, color, and line.

15%Everett Gee JacksoBurros and Paintbrusheollege Station: Texas A&M Press, 1985), M.
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As a result of growing up in thiteny town of Mexia, Texas, Jackson had been intrigued
by Mexico for a number of yearkle and his wife Eileen lived in Chapala before they
relocated to Mexico City. In Coyoacan they met Brenner, Orozco, and Charlot. Although
Jackson admired the work of the muralists, he and his wife shied away from the parties
with the avanigarde artistéiving in Mexico City.**°
After being in San Diego during the summer of 1950, Charlot rettionthe
southwest portion of thenited Statesduring the summer of 1951 for a teaching and
mural opportunity in ArizonaVith the exception of his Fiji project aride many works
he completed on thelandso f  H a thheamajority,ofCharlo6 s mur al producti ol
realizedon the continental United States. Most of these projects occurred during the
summerwhen Charlot was on a break from his teaching duties &frihesrsity of
Hawai 6i. One of these projects was for Ari zo
project offered Charlot an opportunity to represent Native Amesigadigenous groups
of the United States) for the first time.
Charlot was invited to Azona State by the artist Paula R. Kloster. Charlot and
Kloster met at the Art Students League in New York. As a result of her familiarity with
Charlot, Klostelaskedhim to teach a mural painting class at Arizona State College (now
Arizona State Universy) in Tempe, Arizona and expressed her hopes that he might be
able to paiha mural in one of the campuinew buildings-®* At the time that Charlot

was invited to the campus, Arizona State had undertaken a massive building program,

which left Charlot withan opportunity to produce a mural in a newly completed

180 Jerry WilliamsonEileen: The $ory of Eileen Jackson as told by her daugl{@an Diego: San Diego
Historical Society in association with Kales Press, 2000), 46.

1 paula R. Kloster to Jean Charlét)anuary 1950Jean Charlot Collection, Hamilton Library, Honolulu,
Hawai 0i .
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structure Twentysix students helped Charlot realize the Hopi Dance mamdlthey
conducted a variety of tasks from mixing paints, outlining the cartoon on the wall itself,
and doing some minimal jsaing on the plastet®? Charlot was popular on campus and
somepoems were written about him by studefits.

The building where Charlot produced hismuysdan 6 s Wi sdom Subdues
Aggressive Forces of Natyneas completed in March of 1958ndthereforeCh ar | ot 0's
mural production was to be undertaken in front of an admiring ptflicwas Kloster
who initially urged Charlot to think about painting a mural about either early or
contemporary Native American culttf€Ch ar | ot 6s appoi ntemasnt with
from June 4 to August 11, 195% He hopel that the creation of this mural just outside

of Phoenix would inspire future mural production in Arizdffa.

182 The Arizona Statesmafy no.4 (Summer 1951):2.

153 The Dithyramb2.JeanChadt Col |l ecti on. Hamilton Library, Honol ul
This is an example of one of the poems, iA Chant to e
Anderson:

iNow Charl ot goes far away, a new fresco to | ay,

In Hawaiian Islands on Waikiki Bay,
Someday, w hope he may return to stay,
And all the students will grasp his hand

The Sun Devils will meet him with their band,

Hail Charlot; Hail great master of art,

The expert artist with a great big heatrt,

Charlotés talent is very plain,

His painting never gives a pain,

They never fade even in the rain,

He slings the brush very fast,

The hours, minutes march very fast,

This is the story of Charlot that has been cast. o
% paula R. Kloster to Jean Charlbiovember 27, 1950)ean Charlot Collectioiamilton Libray,

Honol ul u, Hawai 6i

185 bid.

1% Notice of Appointment, Arizona State College, Tempe, Arizona, December 18, 1950. Jean Charlot
Coll ection. Ha mi | t o n Hewascongpengated Wth2n700forteaching aHdbfava i 6 i
the execution of the 900 square foot mural

87 UndatedUnpaginated dcument by Charlot describing the mundiural Folder #19. Jean Charlot
CollectonHa mi I t on Li brary, Honol ul u, Hawai 6i
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CharManhds Wisdom Subdues t heslodagdimae ssi ve F
stairwell and is dividd into two distinct triangles as a resuliaafaiing that runs the
length of the stairwelffig. 16). The upper triangle depicédHopi Dancan which a snake
is calmed by indigenous spiritual powe?8Although these works related to the local
Native American cultures, they focused on the connection to the natural environment (a
frequent subjectinhidawai 6i murals) and ceremonial trac
both his Hawai 6 iThednylt yeNbe kuescthat male upktise) .
background ofthe op ti er of the mur al at Arizona St a
work. Moreover, in the corner of the bottdmalf, the mural fades into a series of purple,
red, and yellowevoking thoughts of a rainbowhe presence of thesmlors might be a
resultof the local climate. Charlot worked in Phoenix during the sumamel the warm
sun that beats down across the topography might have inspired the yellow hues. The
bright rainbow hues suggest the differentiation of cok&en at sunset against theede
landscape.
The lower triangle shows a scientific practice in which venom is extracted from a
snake and threused to save human life. This imagery was inspired by real research on
the campus of Arizona State University. Dr.lH Stahnke, th&€hairof the Department
of Biological Science, had been recognized for his research on antivenom aeduDr.
Stahnkeds hands were used as a modHssl for t he

easily identifiable scorpion ring is visible in the portrat.

%8 These murals aretated in the Administration A Building on the campus of Arizona State University in
Tempe, Arizona.
%9 The Arizona Statesmam.4 (Summer 1951):3.
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Charl otdos work at wuniversities in the Uni
mural projects. For example, during his stay in South Bend, Indiana, Charlot produced
murals at both the University®fot r e Dame and St . Maryos Col |l e
experignces in Indiana yielded the following murafsesco Class in Actigrii955 and
Mestr ovi,d9%6&botB ofwhath were originally on view in the student lounge of
O6Shaughnessy Hall and are now the basement
campus ofNotre Dame)Fourteen Panels Symbolizing the Fine Alt855 andThe Fire
ofCreation 1956 at OO6Laughlin Auditorium and Mor
College!”® The sculptor Ivan Mestrovi(l883 1962)was a professor at Notre Dame
from 1955 to 862 and interacted with Charlot during his time on the campus.

Even when Charlot was creating murals outside of the university environment, he
often esthlished a learning environmeiitor Charlot th&eamaraderign addition to the
educational opportunifaugment ed t he signi f ilthiskthee of mur a
thrill of fresco is working as a team. | always like to remember the cathedrals of the
middle ages where one man would have been incapable of doing the whole thing and yet
which stand as a ithand we think of them as a unit of art. It is the same thing with those
large fresco jobs!’* Here,Charlot acknowledgkthat the creation of a successful mural
isaresultofteamworlChar | ot 6s commit ment to coll aborat

the case of the worker echoed the Socialist impulse that was prevalent among many

"0 Fresco Class in Actiowas created from June 18 to July 15, 1955. The fourteen fresco panels for St.
Mar y 6 s were tedlized feom August 5to 16, 198%6e st r o v i ,dFpBrvasPainted from July 9
to July 17, 1956 Fire of Creation 1956was painted on July 21, 1956.

1 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smitirsoni
Institution
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artists and activists in therlited States although Charlot did not jplicly declare an
interest inSocialism.
Charlot receivedubstantiahttention for his workand he was embraced by many
art educators. Although respect for his work did not necessarily translage into
considerableumberof commercial sales and a plethofanuseum exhibitions, news of
Charlotds arrival in a c pmofessionalst Borezample,& ed i nt
teacher asked if she and four of her students could visit the Benedictine Abbey in
Atchison, Kansas where he paineed mur al cycl e in 1959 and Awat
wo r R'5Indeed, the Abbey provided a space for educatiopgortunities. Brother
Mark, who was particularly engaged with the arts, was an assistant to Glaniet
Abbey. @rbjectroffecet I6cal clergymen the opportunity to learn about the
fresco technigueand specificallythey expressed curiosity @it the amount of lime that
might be used to create the right mixtdf&The artist, like most fresco painters, was well
aware of the measurdsatneeded to be taken to properly mix the paint pigmeiits
water to apply directly do the layer of plastesr lime mortar that covered the walls

where the mural was to be realized.

C. Charlot and His Peers

Charlot was friends withumerousvell-known intellectuals throughout the
twentieth century. While many of tlpeople Charlot interacted with were visual artists,

Charlotalsoexchanged correspondence over the years with clergymen, philosophers,

172 Cuthbert McDonald to Jean Charldil July 1958, Jean Charlot Collection, Hamilton Library,
Honol ul u, Hawai 6i .

173 Cuthbert McDonald to Jean Chatl8tMarch 1959, Jean Charlot Collectibtgmilton Library,
Honol ul u, Hawai 6i .
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poets, and journalist®uring his careeiCharlot often portrayed the likenessf the
people who were close to him.rd&aits created by Charlot of his peers include Anita
Brenner,German List Arzubide, Manuel Martinez Pintao, Tina Modotti, Nahui Olin, José
Clemente Orozco, Diego Rivefaavid Alfaro Siqueiros, and Edward West@harlot
later recounted that the artldenrietta Shore (188@963)was disappointed with her
physical appear an'tshore spenGimain Megito &rsl was inspired a i t .
to develop a body of work in responseMexican culture. She completed a mural for a
post office in Santa Cruz, Gfrnia that portrayediaylaborersat work
As mentioned previously, many American artists made Weyrto Mexico

during the firsthalf of the twentieth century. Weston, along with his companion the
Italian-born Modotti, arrived in Mexico in 1923Neston and Modotti created enduring
images of modern Mexico during the 192@sd both were influentiab the most
significant Latin American photographer of the twentieth century, the Mexicam
artistManuel Alvarez Bravo (19G2002). While in Meico, Weston continued with the
modernist approadhe practiced in the United States, often choosing Mexican objects as
sources for inspiratiah but he also created a series of important portraits ofkmelvn
painters active in Mexiceuch afRRivera, Orozco, rad Charlot. Weston embraced these
artists and remained in touch with Charlot after they had both left Mexico. Weston also
took photographs of Charlot and his wife Zohmah in Point Lobos, California in 1939.

Charlotdeveloped many deep relationshipith the assistantgho worked for him
during his career. His sensitivity to those who helped him realize his nsteaisned

from his own experiences as assistanffwo assistanta’howere particularly important

17 Morse, 78.
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to Charlot were the mason Paul Hendraxkand the painter Brother James Robéils.

three men united to work togethem Char |l ot 6s commi ssi.on in Far
After the Korean WarRobertsentered the Brothers of Mary (Marianist§)He came to

Honolulu in 1963 and became the he&the Art Department at Chamina@mllege,

wherehedesi gned fstained glass windows, vestmen
v e s s'®Robertdpainted some of his own murals after working with Charlot and

designed the circular chapel five St Louis-Chaminadeampus

D. Charlot and Scholarship

In addition to his own artistic production, Charlot proved to be a significant
scholar producing both articles and books on a widege of topics including pre
Columbianart and the muralists! Indeed Charlot was a miific artist, writer,
playwright,and illustratorSome of his more noteworthy achievements were his status as
the art editor of the periodicMexican Folkway$rom 1924 to 1926 and the creativity he
employed when heomposed plays in several differeahguages’®

Due to his personal contact with the muralists in Mexico, Charlot was able to

continue to spread the tenets of aliemas well agprovide insideinformation about

"> Roberts was born on June 15, 1931 in Los Angeles, California.

Xerox of information about AArtist of the Month/Bro:
for a oneman show of his paintings at the First Unitarian Churchandiulu.Jean Charlo€Collection.

Hamilton Library, Honol ul u, Hawai 6i

Y"An abbreviated | ist of wor kBesign32 nG.&(bavdmber 1980k c | udes: #.

13§139; fAJuan Cor€enour  NineAtBaletindd na4 (Decembpay

1946):2482 6 5; A Di ego Hagazme odAri6mo. I(Jamubry19%8),id 0; AOr ozco and
Siqueiros at The Kollagd Artdpurnalil, n@4a(Sumrea 1951 358@0; An

Artist on Art: Collected Essays of Je@harlot( Honol ul u, University Press of Ha
Guadal upe Posada ®o0d aldia® sef.lRenTgler @ashiagbon, DLC.: Library of

Congress in Cooperation with the Amon Carter Museum of Western Art, 1979),.29

For a complet list of scholarly works, see: www.jeancharlot.org/writings.

178 An abbreviated list includesaukiamanuikahik{Snare that lures a fdlung bird), 1964, written in both

Hawaiian and Englishiya Lono ElugTwo Lonos), 1965; anMowentihke Chalmarl969, witten in

Nahuatl, Spanish, and English.
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noted Mexican artist$de explainedi My desire to telffbomats story
concern for the history of aesthetics, for to have assisted at birth of a national style is a
rare event, as well worth recording as the birth of a volcano. But | have been moved also
by a more subjective urge, inasmuch as the story of the makihg Mexican
renai ssance encompasses t he' ghatioorécognized aphy of
the tremendous historic moment that he was a part of during the 1920s and saw the
rebirth of Mexican art as intimately connected to the events of his own life

While Mexico was never far from his mind, another part of his life that was
connected to his scholarship was his practic
but cogent essays about liturgical art, scathing about its failures, vivid in appreitgating
achievement, seriously concerned about its future in America. He studied the works of
others and knew the place of his own. He was distressed bypmuakged tasteless
reproductions displacing good original &ft° Charlot held liturgical art to theame
standards required of all othest.

From 1923 to 1979, Charlot illustrated fiftwo books'®! Throughout his career,
he used his skill for illustration to further the great connection he had with children as he

produced imagesfa@ e v e r a | beokst®Indactewhén Charlot died he was in the

179 Jean Charlotpreface tdViexican Mural Renaissand®lew Haven: Yale University Press, 1963)j.

180 Bronwen Solyom|mage and Word: Jean Charlot and The Way of the Glos®ductory textJean
CharlotCol | ecti on. Hamilton Library, Honolulu, Hawai i .
BINancy J. Morris, fALos Li Méxicosnlhdbrasdeleaa @harfexicoor Jean Ch.
Instituto Nacional de Bellas Artes, 1994), 100.

182 Melchor FerrerT i t o 6 (NewtYark: &arden City Falishing Company, Inc., 1940); Dorothy

RhoadsThe Story of Chan Y{Garden City, New York: Doubleday, Doran and Company, Inc., 1941);

Margaret Wise BrowrA Chi | d 6 s G qMed York Williem R.BSoott, knc., 1943); Margaret

Wise Brown,Fox EyeqdNew York: Pantheon Books, 1951); and Dorothy Rhoats, Corn Grows Ripe

(New York: The Viking Press, 1956).
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process of «c¢compl dorwhitclghe supptied the iltustrations and fiso o k
wife Zohmah wrote the text?
While he illustrated sever al books by oth
entied Picture Book landPicture Book 1l The images ifRicture Book lfocused on
Mexico, while the work inPicture Book lla d d r e s s e Hor theRivilae BodK . a
small, booksized project with thirtstwo lithographs, Charlovanted to create a book
that offered a selection of his repertoire of imadfasas a culminating piece in the sense
that it presented imagery that he had developed since his arrival in Mdgiotien used
the same images repeatedly across different media and favored cerginftyigures
and compositions. Theicture Bookwas a collaborative project between Charlot and
Lynton Kistler (18971993 ) , the artistoés favorite printe
In terms of thePicture BooW, Charlot wrote rhymed captions for the images, but
instead of usinghem he asked the French poet Paul Claudel (18885) to write
descriptionsGener al ly speaking, Claudel s writings
concerns and his recognition of the struggle, power, and beauty of the rural worker
inspired Charlotn his representations of the peopiéClaudel was a highly regarded
poet who often wrote in free verse. Later in
strong commitment to Catholicism was intertwined with his writi@grlot developed
an affinity forthose who engaged in physical lab&ithough it was not his own
experience, he viewed the labor performed and endured by the people as a part of his
world view and as a motivation for his dvtany of the multicolored images in the text

demonstrate Charlt and Kistlerds interest i n the mas:/

¥Morris, fiLos Libros Ilustrados por Jean Charlot, o 1
184 jean CharlotBorn Catholics 102.
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Charlot was in Los Angeles in 1933 working with printer Lynton Kistler and
teaching at the Chouinard SchobiKistler was the son of a commercial printer who
chose to work as frequently as possible with artists. After his brief time inCharlot
continued to work with Kistler and often mailed him detailed instructions about color
selection. The printer andetlartist each possessed a pantone guide that they shared to
keep track of specific colors. While Charlot would work with many printers during his
career, he regarded Kistler as the B&SDf all their collaborationsit was the production
of thePicture Bk I with its brightly colored lithographs with multiple colors in a single
work thatis the most important.
Ch ar | o fThe Sachficeiofriszc, 1933 was the tenth work created Ricture
Book I(fig. 17). Like all of the prints foPicture Book Chatot applied an inscription,
AiDeflect your bl ade, Abr'¥YAftarmearingfromthe your son
angel, Abrahm let go of hissonand kilel r am as an act of sacrifi
the figures are tightly packed withihe pictorial pace The angular cloak of the flying
angel contributes to the scéaelynamismTh e r ai sed kni fe i n Abr ahan
stopped by thiechngedps arodrh prdimityaftha més f i st
knifetotheangel 6 s ar m asithd dagdroasaspeat of thensteoea. c e
Sacrifice of Isacrefers to the biblical story in which Abraham, believing that he
is following the word of God, takes his son Isaac to Mount Moriah, binds him, and raises
a knife to kill him. Just as it appears that Abrahaightnmurder his son, an angel sent

from God stops the gruesome event. The angel informs Abraham that he does not have to

1% The Chouinard School had multiple connections Wtxican muralism. Most notably, David Alfaro
Siqueiros taught there briefly.

18 Morse, xvi.

'¥7bid, 98
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kill his son, but in attempting to follow this extraordinarily horrific request from God,
Abraham has proven his loyalty to the wordb d . Li ke many of Charl ot
Sacrifice of Isacincludes several colors. In this work, Charlot uses yellow, white,
brown, pink, black, dark blue, and light blue colors, although the most striking are the
bright green used for the background and t he
Charlot later realled that this was likely his first representation of this particular biblical
story, but that he would follow this print with three or four oil paintitf§s.
While Charlot created stunning books of his own works, he was limited in his
ability to analyzéhem C h ar | o tYes butl haweda,blindi spot about my own work.
| never criticize it. It is always the work of my fellow paintét&} During his career, é
wrote on disparate artisssich asluan Cordero, a nineteersthntury Mexican painter
who creagd large, sweeping historical narratives, dosef Albersthe Germanborn
American painter who spedized in abstract minimalism. Charlot asserfed,t happens,
however, that a percentage of me is an art critic, and | have written a few little books on
the subject; and the other side of me is a practicing artist versus the art critic, and | have
t o fi ght WAstmentiongdpreiofis)yGharlot knewAlberspersonallyand
after initially meeting him at the Black Mountain Colledéhers spent someme with
theartisi n Hawai 6i . Charl ot wrote,
Thus, in Al bersd art, geometry acquires d
right to imperfections even as he handles the cold perfection of numbers and

geometric relations. One could say that, in meagumind against law, Albers
humani zes geometry. He says, 6But for me

% Morse, 98.

189 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of American Art, Smithsonian
Institution.

Transcript ospeech iaenArtdomfarence.tColarado Spring&rado (August 1,
1947) ,1. Colorado Springs Fine AtCenterMuseumArchives.
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meansit. Foritigeomet ry only as it percolates i n:s
geometry in a void that Albers treatsof.

Certainly, Albes @oreferred aesthetic differed greatly from the type of work Charlot
pursued, but Charlot found aspects of Atbénsrk that he could understand.
Scholars have often pondered why Charlot is not a more prominent part of the
story of Mexican Muralism and thether atistic movements of the day.ets frequently
mentioned as a supporting playand had Charlot stayed in Mexjdee would likely be
made to be a larger figure in the movement of Mexican modernism. For example, after
arriving i n Mgerttherestof lisdifthergand as a ressifte has been
more celebrated in terms of noteworthy exhibiand publications produced in Mexico
about his work. Furthermore, Charlot has only orntamXargescalemural in Mexicq
and though he is notddr his printmakinghe leftMexico before the founding of the
internationally respectetaller de Grafica Populan 1937
Despite some neglectudng the 1968 Olympics thereas a large&Charlot
retrospective at thkluseum of Modern Art in Mexico Citythe artisb s ol d fri end Ar
Brenner wrote of the show, fAThe major retros
Mexi cobd6s national Museum of Modern Art is th
handsomely, an invitation to return and to be acknowledgtteageat and gifted
pioneer he i'¥fBrenher knewhvellthe treenendodis contribution of
Charlot to Mexican modernisrand she recognized the show as an important opportunity

for the artistto be appreciated in Mexico, a place where he expereegreat artistic

Yjean Charl ot, #ANat urAeArtstodArtAGoltected Essayoos den CAdridt e r s, ©
Volume I. (Honolulu: Uniersity of Hawaii Press, 1972), 205.

“Anita Brenner, fTh eMeRoe/this manttihMafch/Abrl 2968):20 hTherekhibition O

and accompanying catalogue wefean Charlot: México 68 Programa Cultural de la XIX Olimpiadel

28 de marzo &8 de abriMexico: Instituto Nacional de Bellas Artes, Museo de Arte Moderno,)1968
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inspiration, but alsavas faced with many challenges and a lack of opportunity to fulfill
his ambitious mission to be a prolific muralist.
Charlotwrote frequently about the contributions of Mexican culture and
individual Mexican artis to art historyFurthermore, when Charlot died in 1979, he was
one of the few remaining ambassadors of tlexighn mural movement. For examyie
was asked to write the Foreword for the 1977 editohofwar d a Peopl eds Art
Contemporary Mural Moveent, a survey book on the continued significance of murals
by Eva Cockcroft, John Pitman Weber, and Jan
though your motives are to yourselves, a time may come when onlookers will have lost
the key to their meaning. Forelvery reason that your murals document strictly
contemporary attitudes, they deserve to last and enter history, as medieval shrines did, as
Me xi can miiCGharlotshampioned the power of murals and recognized their
ability to possess cultural sigiénce long aftetheissue bat they might represehad
ceased beingalient in a contemponarcontext. For Charlot, murals were worthy of

preservationandwee a part of a communityoés shared hi

E. Charlot and the Mexican People

As mentionegreviouslyChar | ot 6s ancestral connecti on
affinity for pre-Columbian artifacts conbuted to his quick adjustmeapon arriving in
the country. He was drawn to rendering the indigenous people of Maxidavomen
oftenfigured prominery in his work By repeatedly representing populations of Mexico

that were so often ignored by mainstream artists throughout history, Charlot attempted to

193 Jean Charlot, foreword fbo wa r d  a Ar®® Ehe Qohtemparary Mural Moveme®lbuquerque:
University of New Mexico Press, 1998 (1977), x.
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preserve the cultural legacy of the people. His beliefs as a Catholic were deeplytied to
commitmern to social justiceand as we will see in later chapters, this connection was
manifesed in his creation of liturgical art for religious spad®g rendering those who

were historically denied basic human rights, Charlot attempted to perform sociamctivi
through his work. His interest in Mexican womeasitied to his own close relationship

to his mother, his respect for motherhood, and his reverence for the Virgin Mary. The
women that Charloportrayedregularlywerelikely related to his reverence toe Virgin
Mary, and the representations of women with their childrediaked to the Virgin Mary
andbaby Jesus.

C h a r priottWonsan Standing, Child on Bad®33 is an example of a theofe
motherhoodhat reoccurs frequently ims work (fig. 18). Specifically, Charlot depicts on
several occasionsraother with a baby on her back. Mother and childti@etogether by
a traditionalrebozo This piece was created in Los Angeles and is based on a 1925 mural
of the same subjecdAnother similar workWomanwWashing 1933 comes from a period
in which he created a group of nudes that were inspired by the pilgrimage that he took to
Chalma(fig. 19).°*He wrote fiThe stream theresia little bit like Lourdes there is

certain good luck having to do with thewvi é°F Thedtypes of women represented in

Woman Standing, Child on BaakdWomanWashingpar e common i n Char|

ot

A

C

work,astheyar¢ he type of i magery that was inspirec

Jimenezhis frequent musand modelJimenez was an indigenous woman from Milpa

194 Chalma is a small towim the state of Mexico, located approximately 95 kilometers from Mexico City.
While a cave in the town was traditionally associated with the ancient deity of Oxtoteotl, during the
sixteenth century locals found an image of a Black Christ. From therdittteentury on, pilgrims have
visited Chalma to worship the Black Christ. Today, Chalma is the second most visited pilgrimage site in
Mexico (after the Basilica of the Virgin of Guadalupe) as it welcomes over two million people annually.
% Morse, 119.
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Alta who spoke Nahuatancient language of the Azte@s)d taught Charlot her native
languageBeyond knowledge of the language, JimeeéacatedCharlot about traditional
customs that he would not have known about if it were ndidowillingness to share
information.She was frequently used as a modeséveral significant twentiettentury
artists working in Mexicpfor exampleModotti. Charbt and Ji menez6s
proved to be particularly fortuitous for theist, as the people of Milpa Adtspoke a rare,
classical form of Nahugtand Charlot accompaad Jimenez and her falyion asacred
pilgrimage to ChalmaZ® Although in other pontaits of Luz, Charlot chose a much more
naturalistic portrayal ofiis musewith Luz 1933, he offers a more abstract representation
of the model, particularly in his depiction of her bldite head; her voluminous body
reference monumental sculpturewking a sense of confidence and pritig. 20). The
creases and edges of the large b&mzothat covers her possess a sense of movement
thatcounteractshe solid, stoidike body of Luz.The bareness of the space, save for Luz,
her clothing, and thehair she sits on, allows the viewer to focus on the subject, an
indigenous woman who was close to the artist, but in this represerghgalso
functions an icon for all indigenous wom@re abstract, round, hors@oé like shape
of Luzds h atention ofdhe daewer bylremphasizing the part of her body
associated with physical labor.

Therepresentations featured in many of his priisgussed previousbiso
appearedh his prints of Mexicandin his mural artC h a r Vikaged-igstaat Syracuse

Universitywas completed during the spring of 1960. 21). The work is a part ahe

%30hn Charlot, @AJean Charl ot and Classical Hawaiian
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artistdéos extensive commitment to making mur a
realized on college campus#&bllage Fiestais a fresco, located ithe
Uni v e iSsaiv Dornditery®’ Laurence Schmeckebier, Professor of Fine Arts and
Director, School of Arbf the College of Fine Art éyracuse Universitgxpressed to
Charl ot the excitement experienced by staff
impending arrival to paint a mura Schmeckebiewas an early champion of Mexican
muralism and completed a major bddkdern Mexican Arin 1939*%°
In describingVillage Fiesta Charlot stated:
| did a Mexican fiesta. For a long time | had wanted tow® of those village
fiestas with girls dancing that 1611 <calll
little wooden swords and their rattles and so on. | have done many of these
pictures of the subject but | wanted to do a mural of it. And | pbereton the
wall of one of the dining rooms to the great astonishment of everybody concerned
who asked me what relation there was between those little girls dancing and the
University of Syracuse. Well, it was the dining room for the girls whose
dormitoryadjoined. So, | said that there were girls in the dining room and there

were girls on the walls, and that was fine. Everybodydlik& it has nice colors
and is a pleasant thing to look?4t.

Here, Charlot stressdkat not only was he pleased with the wdylt that it was received
positivelyby those at the University as walllhile Charlot mentions that he created the
mur al depicting girls in part because it was
Dormitory isa coedfacility.
The composition othe mural presents several daily life scenes. From leitd

the mural portrays eaHdyorning cooking, a child taking first steps, a tortilla lesson, hair

197 aurence Schmeckebity Jean Chiot, 15 April 1960. Jean Charlot Celttion, Hamilton Library,

Honol ul u, Hawali 0 i .to potuaertle mdral ard ovephs pedsondl €xpahsHds

fee did not include the cost of additional labor and materials such as the work of a plasterer and the use of
scaffolding.

1981 aurence Schmeckay to Jean Charlot, 15 April 1960ean Charlot Collection, Hamilton Libsa

Honol ul u, Hawai 6i .

199 aurenceE. SchmeckebieModern Mexican Ar{Minneapolis University of Minnesota Press, 1939).

20 Oral history interview with Jean Charlot, 1961 Aug. 18, Archives of AmergarSmithsonian

Institution.
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braiding, and a child playing with a rattlEne mothersepresented in thiswural,

teaching tleir children different traditions and ways of daily Jifee c a | | Charl ot 0s
coll ection of | maéfig 8)sinthistgiamt sceraelof donmestiéity, then c e (
artist also celebrateguals of daily life and the customary work of wome&nrthermore,

these types of representations suggest the colonial legacy of visual aids made in Mexico,
most notable th€odexMendoza 1541 42, usedto illustrate to the Spanish Crown the

customs of the native peopla.the lower central portion of the mural, a mathe

encourages her daughter to participate in a ceremonial dance, the Dance of the

Malinches, which unfolds at the right side of the composition. The Dance of the

Malinches appeared in both smsatlale and largecale works by Charlot and in different
mediaincluding prints, easel paintings, and a fresco mifalhe traditional Dance of

the Malinche symbolizetsvo culturegSpanish and indigenous) competition with one
anotherMalinche interpretd for different societieshe Spanish anithe given

indigenous grouphey wished to communicate witlvho at least in theory, attempted to
understand one anothéithough Charlot recalled that the subject matter of this mural

related to the status of the building as a dormitory for yaumgen and Syracuse

University officialswere nt hused t o have &estkmowresabpette of t
matter, representations of Mexico, the m@gablonial overtones and psesentation of

the relationship between mothers and their children make ddifitdor a university

dormitory in which young women were striking out on their own for the first time and

werehopdully removed from aolonial context at an institution of higher learning.

21 Malinche(or Malintzin) is the indigenous mman who served as an interpreteHernan Co#és after
his arrival in MexicoMalinche had been sold several times amongfit indigenous groups and learned
languages quickly, nkéng her an excellent interpreter

h e
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F. Romantic Mexico and Beyond

Charlot describ@with great attention to detdiis first Catholic experience in
Mexico; in particular he recalledhe first mass he attended at the Cathedral of Veracruz
where a priest of indigenous descent presided over the service. Ever the devout Catholic,
Charlot renembered feelingneasy at the servicas what he encountered was different
fromt he church and clergymen that he knew i n [
but eyes, taking in this new face of the Church. | can only hope that, as in the case of the
juggler somersaulting his devotions before Our Lady, there was a certain prayerful
residue in my looking, orelse Imusonf ess t o t“bTheaale tdat Gharlotact i on .
experienced wais partareaction to the priest who presided over the mass. €had s
ideas about Mexico were formulatecdhis mind long before he arrigen the country
and surely he must have imagined what Mexico would be like before he afisd.
way of constructing narrativesas typical of many of the colonists who traveleahir
Spain to Mexico. As the sixteenth century proceedadors about Mexico developed
quickly in Europe and many travelers heard sensational stories before embarking on their
journeys across the Atlantic. Upon arriving in the Americas, a sense of ros@anfiici
the geography and the people was long brewdamturies later, Charlot imagined what
Mexico might be like before arriving in Mexico and after settlimgre, it provided him
with theatrtistic inspiratiorthatlasted throughout hisareerWhile Charlot focused on
specific aspects of Mexican culture such as indigenous tradition, he (unlike many of the
foreign artists whdvadpreceded hinto Mexico) developed his opinions of Mexican

culture after direct experience with individuals and tbastoms.

202 3ean CharlotBorn Catholics 104.
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John Charl ot d e sredriniptrteaging mdigenodis pdoiecas 6 s i nt e
meantit o combat the Western prejudices against
and to publicise [sic] *®Soeftem Chmnoepeesitedc ul t ur al
various people engaged with instruments, tools, clothing, and other material possessions.

He studied cultures like a trained anthropologist to make accurate depictions of a given

soci etyoOs nikheseartifactd repesentdd a deep. conmetdi popular

culture. Furthermore, Charlot rarely portrayed violent imagery. Unlike some of his fellow

muralists, in particular David Alfaro Siqueiraad Diego RiveraCharlot did noportray

the Mexican Revolution. In fadhis firstcompletedmural conmission theMassacre in

the Great Templasoreof t he artistodos few compositions t
continuing his assessment of his fatherds wo
purpose, fACharl ot woul dlingteewnativesiderohstory of hi s |
and to promoting the under st afNitmtiis and appr e
estimation of the artistodos intent, John Char
always evident in the work. In fact, Charlohtied tousea simplified approach to his

understanding of Mexican identity. He writdsMe x i can tradi ti on i s a s
bet ween two equally v a P Whilepndhiseuwtation Ohatlotan an d
gives validity to both the indigens and anishpeople this simplified andimited bi-

cultural viewpointarticulated by the artistecame increasingly populamong artisten

the 1920avho wereschooled irecademic traditionandrendered portraits of indigenous

people thatcametosymd i ze @Ai ndi genous cultureo broadl

3John Charlot, fJean Charlot and Classical Hawaii an
204 .

Ibid.
205 3ean CharlotMexican Mural Renaissancé.
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without acknowledging the diversity or the exposure to change that happeimsewéhy
traditional communityWhile one pole is Spanisthe other pole can simply not be
Ai ndi ,@e aase u sconinfurgtiesespetk disparate languages follow particular
customsDespite often being represented as one culture, different indigenous societies in
Mexico retain individual characteristics.
During the 1920gnany artists in Mexico embracewxicanidad(or Mexican
nes$. As a part of the newfound interesthtexicanidentity, indigenismowvasa practice
that involved the investigatigand in terms of the visual arts, the presentation and
emphasis on the indigenous cultures of Mexfécharlot laterwrote Al accepted as
of my patrimony the monstrous chubby forms o
Mexican heritage, but simultaneously emphasizing the physical forms of certain pre
Columbian idols in his construction of an identity for the nativegaedous populations
of Mexico®’Char | ot 6 s s m& indsty prints and paiatingstend to s
represent inidgenous culture in a static way and evoke thoughts of a foreigner
emphasizing native culture in a romanticized fashi@hen considering his musgKlarr
di sagreed with this ,asseigtphoaitn tChoafr | Ghtadrsl omubrsa |w
progressive in their preseWwhatatandsoontasof nati ve
possibly themost unconventional aspect of his life and work, howeversistiginal
conceptuahpproach to subject matter, specifically his desire to create monumental,

permanentand public images of local, native, minority, colonized peoples, within an

2% Rivera and Kahlo are examples of artists that implementednbeticanidadandindigenisman their
work. Long after abstraction had become a popular mode of artistic expressigts continued this
legacy.Charlot, Raul Anguianpand Francisco Zufigd 912i 1998) remained dedicated eexicanidad
andindigenismo

207 Jean CharloBorn Catholics 103.
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environmentlominated by global, nenative majority, colonizer cultur&g®® Themural
Village Fiestadiscussed previously, exemplifies this statement by Klarr. In its
representation of indigenous women in a university space not visited by indigenous
people, Charlot inserts the presence of a sector of the population that defigh

access to a university educatiéurthermore, she argued that Charlot was a trailblazer
fiHis public artworks documented a populace of native Amerindians, Europeans, -African
Americans, Pacific Islanders, and Asidmericans. | submit that Charlatas the only
American artist of the twentieth century who created public, monumental artworks that
represented such a diverse and inclusive perspective of the demographics of the United
Statesy*® While thisdeclaratiormight be true, it is a grand staterhand the question as
to whether Charl otds r epr e soempréhansiveamaiss o f
unansweredde was more inclusive than many of his contemporgaies his time in

Me x i ¢ o, Haterkiji ghanted hianm ttulgistinctive artistic vision.It is

difficult, however, to ignore that Charlot walways an outsider and found motivation

the ways in which he was different frdms subject matter.

Althoughmuch has been written on how the ancient arts of Mexico contributed to
the develomentof Mexican modernism, and specifically the Mexican muralists, far less
research halseenconducted about the influence of ancient Hawaiian culture on the
development of modernism. Artssfuch asCharlot who lived in Hawéi were able to
seek inspiration from the colors of the featherworks and quilts and the forms of the

sculpture and petroglypR&’

208Klarr, 3.
209pid, 42.

di

230hn Charlot, fAJean Charl ot and Classical Hawaiian
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| believe that arthasavirtué. dondét know i f wvirtue shoul c
regular theological context, but mayimana the old Hawaiian word, is
closer. That is, good art encloses a certain power that comes to it from God, or if
you want to use the pagan term, from the gods, and bad art lacks, is negative as
far as that godly power is concernésb it seems to me, of caa, an absurdity to
pretend to praise God with the form of art that would not contain Him, that would
not accept Hn and reject Him, sotospeakh at 6 s i n a way why | t
only Il iturgical art in the setesbatomf t he w
being good art™*
Here, the artist contends that the most impoiapect of religious art is qualjtgot the
specific representatiaof the religious image. For instance, an artist might lmésewn
distinctive response to religion, butlaag ashis work wasof quality, it was a valid
workofartand furthermore, as articulated by Char
Charlot immersed himself in the study of ancient Hawaiian cylane he embraced
learning about various types of Hawaiiart?** While Charlot knewNahuatl, Spanish,
Frend, and English, he also studiBdlynesian dialect3.he Bishop Museum provided
him with an opportunity to study art, artifacts, and archival photographsfact, within
weeks of ar r i v iotrwgs sketthing @bjedsiatithie Bish@ohvVluseum
including musical instruments and elaborate costufffézurthermoreChar | ot 6s arti s
i nspiration after moving to Hawai 6i develope
knew the concepts for his firstural commission on the island®elation of Man and

Nat ur e i ni 10497° Wit areienbarsuch asacred sculpturesas

particularly interesting to the artist, he also marveled at quilts, wicatransformed

213 0 hn CHeamGharlot,Lifeland Work 3. 2 Sensitivity and Views. o0

ZZAl t hough he painted many representations of Hawaii al
Hawaiian culture in his murals in the continental United States. This is different from his continued

representation of Mexém culture after he left Mexico. References to Mexico appear in his murals at the

University of Georgia, his home in Colorado Springs, and Syracuse University.

33 ohn Charlot, fAJean Charlot and Classical Hawaiian
#4The Bishop Museum, locatéa Hawaii, is dedicated to scientific exploration and the preservation of
cultural artifacts. I't possesses the | argest collecti

2%John Charlot, fAJean Charlot and Classical Hawaiian



92

from their original iteratonawor k by mi ssionaries i nmfo Aembl ¢
In terms of more contemporary work, Madge Tenr{#8891972)iigave hi m a sens:¢
the monumental , her%d BanimLonddniennenticetiin Hawai i ans.
South Africa and New Zealand befordtbegi n  H awitrahierdiisband in 1923.

Tennent quickly embraced Hawaiian subject mattérer art.She wasalsoactive with

the Honolulu Academy of the Arts, which was founded shortly before her arrival in 1922.

Charlot on his parthotonlyembraed t he | ocal culture and h
his art, but he engaged with his community in his daily life as well. In 1950, he designed
a print for the annual carnival at his church, Mary Star of the\8&an he could, he
liked eatingattd | e n a 6 an Fbbd (loaatedt 1364 North King, Honolulu), where
his works also decorated the wafls.

Anot her i mportant aspecandthehew®pesaofl ot 6s wor
instruments and rhythms that he eTheeountered
inspipt i on he gleaned from music was most visi.l
his continued representation of drumm&s. u mme r s iresonatéd with thed
artist and he created several versions of these particular musicians athgork.
lithogrgph War Drum 1950wasprinted by Lynton Kistler in Los Angeldig. 22). The
print was commissioned by the Honolulu Printmakera gt for theirmembersWar
Drumdemonstrates h e  adedicatisnttotcslor lithography. Each color was drawn on
four separate stong®sulting in final proofs with four superimposed printings. Another

representation of drums produced by Charlot was a mural for a private residermce o

216 Ibid, 66
217 bid.
218\walker, 9.
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by John Young in 195®round the time that he created this lithograpld mural he had

recently completed a fresco for Bachman Hall, an administratiditg at the

University (ig. 23). The mural, entitledRelation of Man and Nature in Old Hawali949

has a man (on thefteside) and a woman with a baby (on the right sidejhdressed in

traditional attireflanking either side of the compositii. The main action of the mural

is a musical performance with drummers and dan@easlitional drumgpredominate

but gourd dums are in the scene as well. To the left side of the musical performance,

wor kers engage in | abor. The background incl

Other important examples of largeale murals by Charlot that directly deal with ancient

HawaiiancultureincludeEarly Contacts of Hawaiwith Outer World 1951 52, #%°

created for the Bishop Bank, which later became the First National BadRelation of

Man i n Nat ur eadfferenOnuihl, bdtahassithé same title as the earlier

mural created for Bachman Hall), 197dcatedon the campus of Leeward Community

College in Pearl City, @hu. Itis located attheer ance of t heé* Coll egeds
After he movWéddhartl mt@aswanudia,l production in

both on thdslands and in the continental United States, where he received steady

commissionghrougtoutthe 1950s and early 196Mhile his murals on the Islands

tencedto address either religious themes or the traditions of the Hawaiian culture, he did

occasionalf create works that dealt witturrentissuesLate in his carer, from 1970 to

1975, e completedan enamelile mural across the School Street fagade of the United

°This work is less romanticized than some of Charl ot
physical features of some of Charlotds representatior
print, Women Washijcare exaggerate. | n t hi s mural the women and mends

angular and less defined. At the time that Charlot creates this work, he was increasingly drawn to abstract
art as represented in his later liturgical works discussed in the next chapter.

22 Tragically the mural was destroyed in 1966 and divided into individual easel paintings.

221 This mural was recently restored in 2007 by Viviana Dominguez.



94

Public Workers Buildingofficially, the Henry B. Epstein Buildingh Honolulu(fig.
24). IsamiEnemoto a Honolulubased ceramic expewasthe technician who
engineeredhe realization of the complicated project.
The imagery on the building includeelpresentations afafeteria workers,
garbage collectors, hospital workers doing laundng varous laborers participating in
two different types o$trikes on each side of the workg 25i 6). This subject matter,
differentfrom most of his largescale work in its celebration of the modern urban worker,
echoes the type of imagery popular among MAaiRA artists.In the protestepresented
on the left side of the mural, workers play music and dantte StateCapitolin
Honoluly, while on the right sideworkers carry picket signs in the rain with slogaugh
ashAn injury t o o Hhere, Charlotaames clogerua the typemf pablicl . o
art promoted by the Mexican muralists in his portrayal of rebellion and the ofitie
wor ker; however, Char |l ot Onstcawda thdedbarmmars f ar | es s
proclaiming slogans u ¢ hland and libertpinRi ver ads wor k, Charl ot és
Capitol is a far more passive image; in faicappears more like a gg than a protest. In
Charl ot 6s r epreasgaher sy, play music,taideanee@s opposed to
engaging irany overtly contentious behavi@.har | ot 6s representation
corresponds more with the peace movement anddhegolent potests against the
Vietnam War that occurred in the US during the late 1960s and early 4&9d@®¢hich
Charlot supportedCovering the length of the facade of the buildamgl created in front
of the watchful eyes of the publithis largemuralsolidified his connection to the

wor kers of Hawai Oi
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In fairly close proximity to the union headquarters on the islandafi@ he
Charlot amily house in Kahalevas designed by the artist in conjunction with
architectural firm Wimberly, Whisenandllison, Tong, and Go6? Charlot created a
fresco within the house that could be seen ftoefirst floor(from a family room that

looked orto alanai) and from the second floor (from the master bedrodign)27). The

art inside the home furtherdemomstr e s Char | ot 6s evol ving 1ingen
with diverse cultures, and the artistos dire
fami |l ydbs démestsitec cspace.i ration Imtlees all arour

backyard, a tree that is represgivie of the native Hawaiian landscape stands tall. The

roots of this tree appean later works by CharloCeramic tiles featuring interpretative

representations of Hawaiian petroglyphs are located within the house and on the back of

the houseCharlotwote fA Petr ogl yphs and pictographs are
longing of the ancient Hawaiian for some sort of spiritual survival. Besides, these shapes

of men and dogs, of fans and paddles and birds, seen from the vantage point of our

twentieth centry, deliver a message of beauty exciting as an adventure in aesthetic,

untainted by the clichés of the European, Gleam ma n  t FP*aTthésd worksrefléct

the arti st @§aninteresthatbegantn MexicttiniMexcs, artists

continued tle tradition of ceramic tiles that thgleared from the Spanish colonists;

22AThe artist Jean Charlotds own designs in Ceramic T]
Promotional doument for the use of ceramic tiles, ¢.1977. single psegn Charlot Collection.

Jean Char |l ot , AnfAist on Ait:Qolletted Essays deandCharlofHonolulu:

Uni versity of Ha wa&d Thisis &reditedsversiof & thdipa) artizlvéhich

appeared in the Honolulu Advertiser. Statehood Edition. 1959.

§The artist Jean Charlotdés own designs in Ceramic Ti
Promotional document for the use of ceramic tiles, ¢.1977. single jeaeCharlot Collection.
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during the colonial periocthurches and large homes often included elaborate tileifbrk.
Tiles were also used in the repameAthet ati on o
front door is a sail tile representation of theaSredHeartby Charlot(fig. 28). While the
decoration near the front door remains, the tile piece on the back of the home that
represented St. Francis has been removed.
Family, fromC h a r | o tclildghood ta nid dgatiplayed a significant role in
his life. First as a son to Henri and Anne, Charlot was exposed to influences that would
stay with him throughout his lifeCatholic iconography and Mexican history and culture.
His family nurtured his ristic talent andnspiredthe watershed decision of his lifeg
move to Mexico with his mothavas very much a decision that was a product of his
family connections to the country. After practicing Mexican muralism in the 1920s,
Charl ot 6 s asyusthdginning whenehe setited in the United StaAtes.
Charlot traveled theountryaccepting teaching jobs and mural commissionsanmly
continued to grow. Charland his wife Zohmah would have four children. Ohee
settled in Hawai in 1949, fimily continued to be an important part of his life and when
hewas able to buy his house in Honolulu, he made art especially for the’shhust. as
family was gorofoundp art of Charl otdés | ife, so too was
throughouthispof essi onal l'ife, religion transfor me

connections between his work and his Catholicism areated in the following chapter.

#2>Many colonial towns possess homes and churches that demonstrate the popularity of tile work. The city

of Puebla is known for its colonial tiles on thedees of private homes and within church spaces. Not far

from Puebla is the sriiaolonial town of Acatepec which boasts a church with an incredibly decorative tile

facade.

The Charlot home is now owned by the University of |
Architecture at the University.
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Fig. 1. JearCharlot, Untitled c. 1918
Wood relief 49 3/16x 19 1/16 x 1 1/2 inches
Private CollectionDel Mar, California

Photograptby author
© The Jean Charlot Estate LLC. With permission.
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Fig. 2. Bataille des pyramidefromImagerie de P. Didion, a Metz

Print, 31 x 54 1/2nches

Jean Charlot Collection Hami | t on Li brary, Honolulu, Hawa
Photograpiby author

© The Jean Charlot Estate LLC. With permission.
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Figu3.J eux de | é6enfance, an example of Im
Print, 15 1/4x 11 5/8inches
Jean Charl ot Coll ection, Hamil ton Libr

Photograph by author
© The Jean Charlot Estate LL@/ith permission.
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Fig. 4. José Guadalupe Posada, Nuestra Sefiora de San Juan
de los Lagos, c. 1905

Print, 11 3/4 x 8 1/4 inches

Jean Charlot Collectigidamilton Library, Honolulu,
Hawai 0i

Photograpiby author

© The Jean Charlot Estate LLC. With permission.
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Fig. 5. Jean Charlot, Les blessés au travail, 1918
Print, 5 1/2 x 9 inches
Jean Charl ot Collection, Hamilton Librar:

Photograph by author
© The Jean Charlot Estate LLC. With permission.

















































































































































































































































































































































































































































































































































































































































































































































































