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A Note from the Managing Editor 

 
Three years since its inception, The Student Journal of Latin American Studies 

(SJofLAS) continues to strive towards its mission of providing an avenue of publication for 

quality research about Latin America from both graduate and undergraduate students. This 

edition marks the end of the line for original members of the Journal’s founding board. As such, 

it marks the closing of one chapter and the beginning of the next. As we say goodbye to outgoing 

colleagues and welcome new ones, we are as certain as ever that this third edition accomplishes 

the original mission of SJofLAS. 

 

 The articles in this edition come from the University of Texas at Austin and Tulane 

University. They cover topics as diverse as politics in Central America, the drug war in 

contemporary Mexico and the interaction between feminism and art in 1970s Mexico. The lector 

will notice an emphasis on original research that contributes new and important knowledge to the 

canon. The Journal prides itself on providing an outlet for valuable scholarship that might not 

otherwise have an avenue for publication. 

 

We at SJofLAS would like to thank all the referees, who contributed their support and 

expertise from their respective fields. Without them this process would not be possible. We also 

owe a great deal of thanks to The University of Texas at Austin, The Teresa Lozano Long 

Institute of Latin American Studies, and the Liberal Arts Honors program. All three of our 

editions can be found in PDF format in the University of Texas at Austin’s Depository 

Repository, which provides a permanent location on the Internet for the scholarly output in the 

Journal. 

 

I would like to acknowledge the work of our amazing staff who worked incredibly hard 

on this edition. Steve Karson has been an integral part of SJofLAS since its inception, and his 

hard work and dedication simply cannot be replaced. Each edition requires a committed staff 

willing to put in the hours, and this year’s group was no exception. I would like to personally 

thank each undergraduate and graduate editor for their efforts. Affonso Reis will be stepping into 

the role of Editor-in-Chief next year, and I have no doubt the Journal will be in very capable 

hands. 

 

The goal of academic research is to add to a cumulative body of knowledge for future 

generations to use. I encourage you to explore the articles in this journal and share them widely 

in your communities. If you are interested in submitting your own article for publication, please 

look for our next call to submissions. You can find more information about our journal online at 

www.SJofLAS.org.  

 

On behalf of the Student Journal of Latin American Studies,  

Thank you and we hope you enjoy! 

  

Nicholas J. Woodward  

  

http://www.sjoflas.org/


 
 

6  
 

Military, Power and Polyarchy in Honduras: 

Towards Understanding the 2009 Constitutional Crisis 

David Fisher 

University of Texas at Austin 

Plan II and Spanish 

 

Abstract: Robert A. Dahl’s classic work Polyarchy is perhaps the most important work on 

democracy of the 20th century. Respected by many government scholars as the definitive work 

on inclusive politics, Polyarchy lays out a comprehensive theoretical framework for assessing the 

probability of maintaining and sustaining democracy. This paper takes the framework laid out by 

Dahl and uses it to interpret the 2009 Honduran constitutional crisis of 2009. Three main 

theoretical arguments taken by Dahl are particularly relevant to Honduras in the 21st century: his 

take on concentration of power and the military, the relation of development and of wealth 

disparities to stability, and the formulaic relationship between the costs and benefits of 

suppression and the likelihood of a polyarchic regime. In exploring these themes, we find that 

the actions of the Honduran military in 2009, ostensibly in defense of the Honduran constitution, 

were little more than a thinly veiled means of maintaining a political hegemony, and that the 

constitutional crisis led Honduras even farther off the path towards an inclusive government. 

 

 Political inclusiveness and competitiveness are the keys to a healthy and sustainable 

government. For Robert Dahl, the foremost democratic theorist of the century, these elements are 

essential for developing a true polyarchy, the real-world form of government that best represents 

the rather utopian ideals of “democracy” (Dahl, 1971). In the case of the 2009 Honduran 

constitutional crisis, polyarchy was crushed by the Honduran military, acting under orders by the 

Supreme Court. They acted to maintain the constitution by forcibly removing their standing 

president, Manuel Zelaya, after he moved to write a more inclusive constitution through popular 

referendum. While almost every detail of Zelaya’s ousting was constitutional, and the crisis falls 

short of a true military coup, the suspension of constitutional protections and rampant violent 

military suppression after the fact point to a concerted effort to maintain oligarchic power in the 

face of constitutional reform. By carefully examining the facts of the 2009 crisis and interpreting 

them alongside the elements of polyarchy provided by Dahl, we can interpret the constitutional 

crisis as a concerted effort on the part of the Honduran political elite to stop movements toward 

inclusiveness and use the military to maintain the political status quo. 

 

Before the Crisis: Manuel Zelaya and La Cuarta Urna 

 Manuel Zelaya, a member of the Liberal Party of Honduras, was democratically elected 

with a majority of votes on November 27th, 2005, swearing to uphold the Honduran constitution. 

Zelaya’s regime was immediately characterized by a series of liberalizing reforms, including a 
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60% minimum wage increase, stronger ties to indigenous groups, and projects aimed at 

increasing literacy (Thompson, 2011). After three years in office, Zelaya had shown himself to 

be a left-leaning leader who openly confronted conservatives in Congress on issues such as 

political involvement, social welfare, and labor laws. Honduras joined Hugo Chavez’s Bolivian 

Alliance for the Americas, known as ALBA, a socialist bloc of left-leaning Latin American 

leaders, in 2008 and, in the same year, Zelaya set up government-run Channel 8 to promote his 

liberal agenda, emulating other Chavista leaders in the region.  

In March 2009, Manuel Zelaya took his efforts of liberalization and political reform one 

step too far. He began nation-wide promotion of his project to install a fourth ballot box (la 

cuarta urna) in the 2009 elections for a referendum to approve the drafting of a new constitution, 

a move that immediately inspired a lawsuit from the Attorney General’s office as an illegal threat 

to the standing constitution.  Ignoring the court ruling that such action was illegal, Zelaya 

ordered the armed forces to provide logistics for the consulta popular. Explaining that they could 

not participate in the illegal referendum, the five top military officials resigned from their posts 

in June. Meanwhile, the Supreme Court continued to take action against the referendum, 

impounding electoral boxes that had been flown in from Venezuela. Zelaya supporters later 

forcibly recovered the boxes, and the referendum was published and distributed for an expedited 

vote, against the ruling of the Supreme Court. On 26 June 2009, the Supreme Court of Honduras 

issued an arrest warrant for Manuel Zelaya, as well as a search warrant for his home, for the 

crimes of High Treason, Abuse of Authority and Usurpation of Powers in harm of Public 

Administration and the State of Honduras. On 28 June 2009 at 5:45 AM, Mr. Zelaya was 

awakened in his home by armed soldiers and forcibly removed to a plane, which flew him to 

Costa Rica (see Mel, 2009). 

 

The Micheletti Regime: Return of the Death Squads 

 On the same day of Zelaya’s forceful ousting, the National Congress unanimously voted 

to name Roberto Micheletti, former vice president under Zelaya, to the presidency, in accordance 

with Article 241 of the constitution. Interim President Micheletti swore to hold the office for six 

months, to improve the political situation of the country, and guarantee general elections for 

November 2009. Given Honduras’ stark political and socioeconomic inequalities, Zelaya’s 

popular position among the working class, and the majority of votes in favor of the illegal 

referendum (the results of which were not released until July 7th, 2009, showing up to 75% 

approval in many regions), perhaps it is not surprising that public opposition to what was initially 

called a golpe de estado, а full-blown coup d'etat, was quick and overwhelming (Mel, 2009). 

Disenfranchised Hondurans demonstrated throughout the country, calling for Zelaya’s 

reinstatement. 

Struggling to maintain control, the Micheletti regime acted to militarize nearly the entire 

country, reinstating several previously ousted leaders of the military’s death squads known to 

have committed wartime atrocities during the militarization period of the 1980s.  Tanks, 

helicopters and fighter jets were seen in every major city in the country, and the nations’ 

electricity and communications networks were controlled and even shut down by military forces. 

Pro-Zelaya local leaders, lawyers, and mayors were threatened with death, and many of Zelaya’s 

cabinet were sequestered or fled the country. The Micheletti regime declared a state of 

emergency and revoked constitutional guarantees of citizens: “they formally suspended article 

69, concerning Personal Liberties, number 71, prohibiting detention and isolation for over 24 

hours; article 78, the liberty of free association and reunion; and number 81, concerning free 
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circulation” (Informe 2, 2009, p. 15). Across the country, the Comité de Familiares de Detenidos 

Desaparecidos en Honduras (Committee of Family Members of Disappeared Persons in 

Honduras) reported 1,046 illegal detentions, 16 death threats, 65 injuries, 4 executions (Informe 

2, 2009), and countless instances of censorship, intimidation and physical abuse of members of 

the press (Honduras: Media War, 2009). 

Human Rights Watch has called the violations on the part of the Micheletti regime “the 

most serious setbacks for human rights and the rule of law in Honduras since the height of 

political violence in the 1980s,” and the rights restrictions imposed under emergency law 

“unreasonable and illegitimate” (After Coup, 2010, p.2). Human rights workers also cited limited 

resources, lack of investigators and a lack of cooperation on the part of officials as primary 

causes for the impunity of human rights abuses. (After Coup, 2010) 

This military intervention and open warfare on the Honduran people did not go unnoticed 

by transnational organizations. World leaders, starting with Hugo Chavez, immediately 

denounced the military’s intervention, the massive use of violence to quell rebellion, and the 

suspension of human rights in Honduras. Venezuela was eventually joined by every member 

nation of the OAS in denouncing what they called a coup, as well several European countries. 

Honduras was officially banned from the OAS as soon as seventy-two hours after Zelaya’s 

removal.  

Despite many failed attempts on Zelaya’s part to return himself to power, the Micheletti 

regime followed through with its promise to carry out elections in November, when Nationalist 

Party candidate Porfirio Lobo Sosa was elected with 62% of the vote. Amid calls to remove 

international sanctions against the country, Lobo Sosa arranged for Zelaya’s peaceful 

transportation to and safe residence in the Dominican Republic. Meanwhile, since the 

inauguration of President Lobo Sosa in January 2010, reports of violence and intimidation 

against journalists, human rights defenders, and political activists has continued, including 18 

politically motivated killings. (After Coup, 2009, p. 47) Given this continued violence, and the 

failure of the regime to prosecute any human rights offenders, it may be difficult for Hondurans 

to maintain their faith in any democratic system. 

 

Dahl and the Constitutional Crisis 

 Why did the Honduran military oust President Manuel Zelaya Rosales? Under what 

authority, and through what logic, was this action justified? Can the de facto regime that replaced 

Zelaya be considered legitimate? What can explain the violence and human rights offenses 

associated with that regime? Finally, how was the transition to a new, democratically elected 

regime possible? Was such a transition a valid attempt to restore polyarchy? All of these 

questions about the past three years in Honduras can be better understood through the theoretical 

framework provided in Dahl’s Polyarchy. 

For Dahl, military power and economics are closely related; their concentration is highly 

relevant to polyarchies in that any concentration of power is a threat to polyarchy. He describes 

two kinds of resources a government has to suppress opposition: violent means of coercion 

through the national police or military and socioeconomic sanctions (Dahl, 1971, pp. 48-49).  A 

few aspects of Dahl’s theory are relevant here: the depoliticization of the military and its effect 

on polyarchy, the dispersal of violence as a tool of repression, and a history of intervention by 

the military in political life. The actions of the military and the use of force of the de facto 

regime are intimately related through Dahl’s theories as applied to the history, structure, and 

power distribution of the Honduran state. 
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 Insight into the Honduran case can also be found in Dahl’s look at socioeconomic 

development and wealth distribution. Honduras falls under the category Dahl calls “the 

traditional peasant society,” which he describes as having “a very high propensity for inequality, 

hierarchy, and political hegemony” (1971, p. 53).  As I will show, political hegemony and 

inequality are both integral to the historical and contemporary politics of Honduras, a legacy that 

has effected 21st century developments. Furthermore, I will look at Honduras through Dahl’s 

lens of public contestation and its relation to socioeconomic development. As Honduras becomes 

a more developed country, perhaps its progress can be reflected by the degree to which the 

country’s politics become more inclusive and competitive. 

 Finally, the actions of the de facto regime after the 2009 constitutional crisis in Honduras 

provide for a cogent application of Dahl’s theory about the relative costs of opposition and 

oppression. These axioms are ostensibly self-evident, but in combination with the power and 

characteristics of the military, as well as the class and social conflicts reflected by opposition 

during the regime, they offer considerable power for understanding the removal of President 

Zelaya and the events surrounding it. 

 

Military Interventionism and Honduran Power Structures 

 Military interventionism in the political realm is nothing new for Honduras. In the period 

between 1932 and 1982, democratically elected presidents’ terms had been cut short by military 

intervention three times, and the country was led by a military junta for ten years between 1972 

and 1982. Having been given American training at the US-sponsored Francisco Morazán 

Military School, the Honduran military formalized and modernized shortly after World War II. 

One characteristic feature of the Honduran military throughout it history has been a considerable 

autonomy vis-à-vis civilian leadership. In fact, under all Honduran constitutions (there have been 

five since 1932), the president exercises his constitutional authority through the power of the 

head of the armed forces, an officer appointed by Congress. Given this relative independence 

from civilian authority, it is perhaps not surprising that the military overthrew elected presidents 

in 1956, 1963, and 1972. All of these ousters occurred under the guise of protecting civilian 

interests (reducing the risk of violence, overthrowing a de facto president with little public 

support, etc) in periods of power shifts and unrest.  Each of the military coups and periods of 

military rule in Honduras’ past has shown that the military is not immune to political influences, 

especially those of conservative sectors, ranching interests, and foreign corporations (most, 

significantly, the United Fruit Company). (Morris, 1984, pp. 35-37) 

 Many authors have attempted to explain the relationship between the Honduran military 

and civilian governments. In an attempt to understand civilian authority in post-1990 Honduras, 

Leticia Salomón has analyzed the problematic nature of militarism in the country. For Salomón, 

the country has never differentiated between the civil and military power or between civil and 

state interests. In contrast, (perhaps because of its weakness before modernization and its roots in 

American interventionism), she points out that military interests are distinct from those of the 

state. Salomón proposes that the failure of the Honduran civilians to “direct, control, and monitor 

the actions of elected officials,” and the “misunderstanding on the part of the citizenry of the 

inherent responsibilities of the military over political power” stems from this failure to 

differentiate military and state powers from civil authority. For her, this lack of understanding is 

a product of the historical mixing of public and private, civil and military, and state and social 

interests in Honduras (Salomón, 1997, pp. 62-63). 
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 For Dahl, a failure to make the role of the military separate from that of politics and the 

historic intervention of the military when it disagrees with civilian politicians is a very serious 

obstacle to polyarchy:  ”The chances for polyarchy today are directly dependent on the strength 

of certain beliefs…among all ranks of the military” (1971, p. 50). He even references Latin 

American countries in specific as regards to this issue, noting the prevalence of military 

intervention in the region; “where the military forces are prone to intervene in political life in 

defense of special interests or their own conceptions of their country’s interest, then any 

government that pursues policies of which they disapprove is likely to be short-lived” (p. 52).  

This generalization clearly applies to the 2009 crisis in Honduras, where since 1963, the 

Honduran military has been accustomed to ousting regimes and establishing new leaders 

(military or otherwise) for a variety of political motives, from anticommunism to agrarian 

reform, foreign intervention to protection of private economic interests (Salomón, 1997, pp. 72-

74). 

The case might not be so simple, however, for contemporary Honduras.  In his analysis of 

the role of the military in Honduras, J. Mark Ruhl (2004) points out that the country underwent a 

period of demilitarization in the 1990’s. Carlos Roberto Reina (1994-1998) and Carlos Flores 

Facussé (1998-2002) produced the first time in Honduras’ history since World War II that the 

military “came to obey presidential orders and no longer attempted to intervene in the decision-

making process of civil politics” (p. 115).  Ruhl (2004) also explains that since the 1990’s the 

Honduran forces have been reduced to “a small force” of 8,000 and, while it can no longer 

enforce their political opinions upon the authority of the presidency, the military “still maintains 

a special constitutional role, almost a monopoly over the collection of intelligence, and a 

considerable institutional autonomy” (p. 116). 

 These three factors help explain the nature of the constitutional crisis of 2009. Upon 

reading Dahl, and having a cursory understanding of Honduran political and military history, one 

might be tempted to write off Zelaya’s ouster as yet another attempt for the military to enforce its 

political will despite a regime’s constitutional legitimacy (a mistake made by many world 

leaders, including, perhaps, the Obama administration and other OAS leaders: see Cooper and 

Lacey, Ratliff). However, constitutional reviews by American and Honduran legal experts point 

out that Zelaya did in fact break the law in his attempt to draft a new constitution, and that his 

call for arrest and ouster were completely legal. 

 

The Constitutional Approach: Justified Military Intervention? 

The Honduran constitution contains 375 articles, all but eight of which can be changed by 

a two-thirds majority vote in Congress. These eight “firm” articles include the type of 

government permitted, presidential term limits, and the process of presidential selection.  

Because the president can potentially change any other article (provided 2/3 majority support in 

Congress), many Hondurans saw Zelaya’s reform attempts as a way of extending his rule and 

drastically altering the form of government, as have done other “pink-tide” leaders influenced by 

Hugo Chavez. Zelaya reportedly never made clear the proposed changes to the constitution, only 

stating that he wanted to include popular referendums and recall elections, two elements that are 

already possible in the constitution (popular referendums are explicitly provided for, see 

Thompson, 2011). Furthermore, given that the one-term limit and republican presidential 

succession are two of the only non-negotiable parts of the constitution, Article 239 explicitly 

states that any presidential attempt at reelection requires him to “cease forthwith” in his duties, 

and that such an action constitutes treason (Estrada, 2011). 



 
 

11  
 

A non-partisan analysis by the US Congressional Research Service provides more 

evidence that in the 2009 case, at least, the Honduran military did not act in pursuit of political 

interests but in defense of the constitution. Citing their ability to “disapprove” executive actions 

through Article 5, Section 20 of the constitution (which after a special investigation was 

interpreted by the Congress as including the power to remove the president from office), as well 

as President Zelaya’s outright violation of the constitution by mandating la cuarta urna, the 

report concluded that Zelaya’s ouster was in accordance with the laws of the country. However, 

they also point out that, although the use of military forces to carry out a legal arrest and 

overthrow of President Zelaya as mandated by the Supreme Court was legitimate, his forced 

exile into Costa Rica was decidedly not: Article 102 states that “no Honduran may be expatriated 

or handed over to the authorities of a foreign state” (US: Honduras: Constitutional Law Issues, 

n.d.). 

It is possible, then, that a truer reading of the Honduran situation would be that the 

military acted not in a political manner, but in a way that simply upheld the constitution. After 

all, military leaders did act in accordance with Supreme Court mandates. The military was 

ordered to carry out the arrest, and not the federal police, for fear of a conflict of interest of the 

Secretary of Defense in charge of the police, a handpicked political figure under the president’s 

command (Mel, 2009). Ostensibly, they may have merely been fulfilling their role of defending 

the constitution and ensuring “the power of the constitution, the principles of free suffrage and 

alternation in the military of the President of the Republic” (Honduras: Libro Defensa, 98). In 

this sense, then, Dahl can distinguish between this recent military intervention and others in 

Honduras’ past. The military only acted as commanded by the courts, and its motives were not 

based on “their own conception of the country’s interests” (1971, p. 52).  If we understand the 

military’s participation in Zelaya’s ouster as a nonpolitical attempt to maintain constitutional 

rule, then Dahl’s statement that polyarchy is dependent on the military’s depoliticization and 

belief in constitutionality still stands. 

What is perhaps puzzling about the 2009 constitutional crisis is that after Zelaya’s ouster, 

the acted for the benefit of the Micheletti regime, and not for the constitution.  The removal of 

citizen rights protections and the military takeover of public functions are clearly not in line with 

the military’s stated purpose, and are reminiscent of Honduras’ decade of military rule. It is 

perhaps ironic that the military and political elites ousted Zelaya on the grounds of his breaking 

the constitution, and immediately turned around and revoked the very rights that the same 

constitution guaranteed.  This fact inspires us to reconsider the motives of military leadership in 

the first place. Perhaps the military acted on behalf of its own political motives against Zelaya’s 

leftist politics, a position that (although it cannot be proved) is in line with the tendency for 

military leaders to side with conservative elites in Honduras’ past. Regardless of the military’s 

motives, however, a strict reading of Dahl would conclude that polyarchy will be very difficult to 

sustain in Honduras. Given the violence associated with the Micheletti regime and the continued 

suppression of opposition under Lobo Sosa (see After Coup), it seems Dahl’s theory stands: the 

politicization and independence of Honduras’ military is truly a major roadblock to the 

maintenance of polyarchy in the country. 

 

Inequality and Suppression in Honduras 

Dahl’s logic about development and wealth disparities are also enlightening with regard 

to Honduras. The CIA World Factbook reports that the country is one of the poorest and most 

unequal in the hemisphere, with 65% of the population below the poverty line in 2010. The 
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richest 10% of the population takes home 42.2% of total income, while the poorest 10% receives 

merely .07%. This vast difference between the classes, along with an association of wealthy 

landowners with conservative political elites and the working classes and peasant groups with 

the Liberal party and the Zelaya administration, sheds new light on the constitutional crisis and 

its aftermath. 

Dahl theorizes, “cumulative inequalities of status, wealth, income, and means of coercion 

mean a marked inequality in political resources, an inequality that is reinforced by prevailing 

beliefs. A small minority with superior resources develops and maintains a hegemonic political 

system…through which it can also enforce its domination over the social order and strengthen 

the initial inequalities even more” (1971, p. 55).  If we understand Zelaya’s inclusive politics, 

support of working classes and relation with socialist and leftist movements throughout the 

region as an attempt to subvert the traditional power structure, the 2009 ousting of Manuel 

Zelaya can be understood as an attempt to save the power structure when it was threatened. 

Regardless of Zelaya’s politics or motives, from a Dahlian perspective, the conservative 

Congress and Supreme Court used the opportunity of constitutional defense to maintain their 

accumulation of power. After all, Zelaya’s stated goals in the new constitution were for the 

creation of a direct, rather than representative democracy, not his own reelection (Informe 7). 

The fact that Zelaya’s political platform specifically mentioned increasing literacy and education 

and preventing extreme inequalities links his ouster to Dahl’s hypothesis regarding the level of a 

nation’s development: for Dahl, both literacy and education increase the chances that a country 

can develop and maintain a competitive political regime (1971, p. 74). The change that Zelaya 

promoted, Chavista or not, was undoubtedly toward empowering the politically unempowered, 

and it was therefore a threat to conservative oligarchy. 

 

Conclusions 

Dahl facilitates an interpretation of the details of the 2009 constitutional crisis and an 

understanding of what it really was: a failed attempt to increase inclusiveness and a violent 

restoration of hegemony through military action. Regardless of the constitutionality of the 

president’s removal from office, the true colors of the 2009 crisis are the overwhelming use of 

force by the Micheletti regime, the suspension of the constitutional protections the regime 

claimed to be fighting for, and the maintenance of rampant violence as a means of eliminating 

contestation after the 2010 inauguration of President Lobo Sosa. These are telltale signs of an 

oppressive struggle to maintain power through oppression and fear. Constitutionality, it seems, 

was just a tool used to regain political power that appeared to be threatened. 

The post-crisis violence also seems to support Dahl’s theory about toleration and 

oppression. His Axiom 3 states that “The more the costs of suppression exceed the costs of 

toleration, the greater the chance for a competitive regime” (1971, p. 15). If this axiom is true, 

then its contrapositive is also true. Thus, we can understand Dahl to mean that a competitive 

regime is least likely to happen when the costs of toleration exceed the costs of suppression. This 

was clearly the case for the Micheletti regime: it was absolutely necessary, given the popularity 

of Zelaya’s referendum and the probability that it would be used to end the existing power 

structure, that suppression be used; toleration of leftist supporters was not an option. Zelaya, 

then, had to be expatriated, popular uprisings had to be quashed, since the risks to the regime of 

toleration were too high. We can understand the revoking of citizen rights, the censorship of the 

press and the control of communications on the part of the de facto regime as attempts to weaken 

the opposition and maintain hegemony. 
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Given this understanding of the 2009 constitutional crisis in Honduras and the motives 

behind regime change and suppression provided by Dahl, it is difficult to imagine that a truly 

inclusive polyarchy will develop in the country any time in the near future. After testing out and 

applying Dahl’s theories regarding military action, development and wealth disparities, and the 

costs of toleration and suppression, Today’s Honduras can be seen as a country stalled on a once 

promising path towards inclusion and polyarchy. It seems that Dahl would think that the country 

is far from developing true polyarchy, given the politicization and power exercised by the 

military, the maintenance of inequalities, a lack of development by existing power structures, and 

the relatively low cost of suppression and high cost of tolerating political opposition. 

Despite what the case may appear to be from an outside perspective, the military ouster 

of Manuel Zelaya, although legal under the constitution, was most likely a calculated effort to 

stop rapid political change and the empowerment of disenfranchised groups. The de facto regime 

was not a legitimate effort to transfer power democratically and maintain stability, but a violent 

and oppressive force aimed at eliminating opposition and maintaining the uninclusive and 

noncompetitive political status quo. Hardly a necessary means of restoring peace, the human 

rights violations under Micheletti represent suppression that, given the massive support of Zelaya 

and the historical failure to prosecute war criminals, was much less costly than toleration of 

political dissidents. 

All of these conclusions lead us to question the motives and legitimacy of current 

Nationalist Party President Lobo Sosa. Will he be able to maintain democracy in the country? 

Can he continue progress towards development and inclusivity, or will the tradition of class 

suppression and violence be maintained? The answers to these questions are yet undetermined, 

but one fact is clear: Honduras’ path to inclusive polyarchy will be a long and difficult one. 
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Abstract: The origins of drug violence in México do not have a beginning or an end. Today, 

various cartels and drug dealers fight over territory and the monopoly over illegal businesses all 

over the country. In addition, several factors including the historical corruption of PRI, 

corruption of law enforcers, and high levels of male unemployment lead to high rates of 

organized crime killings in the country. This analysis examines the relationship between these 

variables and drug violence at a local level. Although PAN and President Felipe Calderón 

dominate at national level, municipalities that politically identify with PRI experience the effects 

of the drug war more aggressively than municipalities that identify with other political parties. 

Also, municipalities with higher rates of unemployed males experience more instances of drug 

violence. This relationship is partially due to the employment of males by drug traffickers. 

Finally, an ambiguous relationship exists between the rate of employed law officers and 

narcotrafficking killings. This may be due to the corruption of police officers and their 

collaboration with narcotraffickers. 

 

On June 2011, Mexican president Felipe Calderón spoke at Stanford’s commencement 

ceremony while a small aircraft flew over the university’s stadium carrying a bold message that 

critiqued México’s critical status.   The message—“400 dead! How many more?”— not only 

accused Calderon’s administration of causing the violence that affects Mexico, but critiqued the 

Partido Acción Nacional ( PAN), during a period of crisis.  In defense, Calderón briefly 

mentioned his activism with PAN at a time where the Partido Revolucionario Institucional—

PRI—governed the nation (Hernandez, 2011). 

 After winning the election in 2006, Calderón invested his political capital in a war on 

drugs by deploying the Mexican military and police forces across the nation (Gonzalez, 2009). 

The never- ending conflict between the government and the drug cartels leaves the deaths of 

narcotraffickers, officials, journalists, popular figures, and civilians behind.   Meanwhile, the 

public’s response to the government’s action against drugs varies by region. For example, 

civilians in Ciudad Juárez, Chihuahua do not agree with the military forces stationed in the city, 

while individuals in central México feel more secure with these governmental actions.   While 

some analysts argue that Calderón declared the war on drugs to demonstrate the country that he 

is the commander in chief, others believe his decision is a strategy to evade Colombia’s past 

situation, where domination by drug cartels led to state failure (Gonzalez, 2009). Francisco E. 

Gonzalez (2009) explains that Calderon’s decision is due to the “uncontrolled violence in 

different parts of the country, including his home state Michoacán” (74) and his interest in 

making allies of the armed forces. What many individuals fail to acknowledge is that neither 

Calderón nor PAN are entirely responsible for the drug violence in México. For seven decades, 

PRI governed México and drug violence existed. In fact, México has a history of drug violence 

that dates back to the early twentieth century—the period when the PRI emerged and governed 

the country.  
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 Whether the PRI or PAN generate drug trafficking is not the focal point of this paper; 

instead, I examine whether the rate of organized crime killings depends upon the party 

identification of each Mexican municipality.  To understand the magnitude of the problem in 

multiple social sectors, this study also examines whether high levels of male unemployment and 

the lack of judicial enforcement lead to higher levels of narco-violence. During a period in which 

drug violence concerns Mexicans and a large part of North America, it is important to learn how 

affiliation with political institutions affects the security at national and local levels.  

 

How did we get here?: Development of the Illegal Business  

The history of drug culture and smuggling in México dates back to the mid-19
th

 century. 

Opium consumption skyrocketed during Porfirio Diaz’s dictatorship because the substance was 

used for medicinal purposes to treat cough. El Sindicato de Pintores, Escultores, y Grabadores 

Revolucionarios (Union of Painters, Sculptors, and revolutionary Engravers of Mexico) lead by 

Diego Rivera sought to legalize marihuana consumption during the 1920’s, but failed in the 

attempt (Monsiváis, 2004). Gonzalez (2009) argues the Mexico- U.S. drug trade began during 

the American Civil War due to the United States army's high demand for opiates. In response, 

Northwest Mexican farmers produced opium poppies that supplied Americans until the end of 

the World War II (Gonzalez, 2009). Further, México’s role as an entrepôt between Latin America 

and the United States was boosted in the 1880s due to U.S. demand for cocaine as an cure-all 

substance (Gonzalez, 2009).  This demonstrates that narcotrafficking is not only a national 

problem, but a transnational problem that with multiple dimensions that Latin American and the 

United States governments have not learned to handle.  

   According to Lupsha (1991), the history of narco-corruption is divided in five phases. 

Phase I dates from the early 1900s to the 1960s and was primarily dominated by Chinese 

immigrants who controlled drug trafficking before it was transferred to Mexican hands (Lupsha, 

1991).  In this period, popularly known as the Prohibition era, the Northwest Mexican states of 

Baja California, Sonora, Chihuahua, Sinaloa, and Nayarit specialized in opium and marijuana 

distribution while US border states profited from the alcohol smuggling business (Recio, 2002). 

During the 1950s, Jorge Moreno Chaubet became the first kingpin in the country and was later 

followed by  Pedro Aviles Perez, Manuel Carrasco, and the Herrera family in the 1960s (Lupsha, 

1991). As a result, the growth of drug trafficking led to the development of Phase II between the 

1960’s and the 1980’s (Lupsha, 1991).  

Phase II, known for the popularity of cannabis leaves and cocaine, revolutionized 

transnational drug trafficking. Marijuana, introduced to the United States by Mexican migrants in 

the 1920s, became México’s primary product in the drug trafficking business during the 1960s 

and 1970s (Gonzalez, 2009). The American counterculture movement increased the demand of 

the product in the 1960s and allowed drug traffickers to profit from a product grown in their 

homeland (Gonzalez, 2009; O’Neil, 2009). At the same time, the popularity of cocaine among 

U.S. consumers in major urban centers made Mexican traffickers collaborate with Colombian 

drug lords in order to meet the American demand (Gonzalez, O’Neil, 2009). As a result, Phase III 

which lasted from 1982-1985 emerged and “represented the top of the trafficking pyramid … in 

the early 1980s,” (Lupsha, 1991, p. 48), with its multiple trafficking and political connections. 

Characterized by the large scale production and exportation of marijuana, the drug trafficking 

industry employed thousands of workers in the production, transportation, and exportation of 

illegal products (Lupsha, 1991). The revenues from the business and the connections with the 

government led to Phase IV which lasted from 1984 to 1990. 
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 Lupsha (1991) states that the most salient difference between Phase III to Phase IV is the 

narco-corruption connection with military commanders, as well as the narco-corruption in state 

and local governments. During this period, the production and exportation of cocaine became 

imperative for narcotraffickers as the substance was popularized in American streets and large 

cities—especially in black and Hispanic neighborhoods (Gonzalez, 2009). Although several 

measures—including the incarceration of drug lords and development of anti-narcotic forces—  

attempted to diminish drug trafficking across México and the United States, Phase V followed in 

the 1990s  and still prevails today (Lupsha, 1991).  This new wave of drug trafficking notorious 

for its murderous incidents all over the country is the reason why Felipe Calderón declared the 

war on drugs. Led by the drug cartels— El Cartel de Sinaloa, El Cartel de Tijuana, El Cartel de 

Juárez, and El Cartel del Golfo— México currently experiences one the most violent waves of 

narcotrafficking in its history. While many argue the rates of organized crime are solely due the 

cartels and its drug lords, scholars suggest that factors such as unemployment, police, and 

government corruption trigger México’s critical status.  Similarly, I will argue that the corruptive 

history of the political party PRI and its domination at state and local levels leads to higher rates 

of drug violence in certain areas of the country.  

 

Comprando ‘La Plaza’: Government and PRI Corruption  

 On February 2011, a report by the Army and Federal police stated that Los Zetas, La 

Familia Michoacana, the Beltran Leyva cartel, and Edgar Valdez’s “La Barbie” crews compete 

for the state of México plaza because control over the territory allows cartels to expand their 

business in the capital and the surrounding areas. Even though Mexico State and Mexico City are 

some of the safest territories in the country, the interaction between the opposing cartels 

triggered higher rates of drug violence and increased the number of casualties in the state 

(Tabasco Hoy, 2011). According to Peter A. Lupsha (1991), the concept, la plaza emerged in the 

1920s to determine control in different territories. Laurie Freeman (2006) adds that fights over la 

plaza cause violence in México as drug traffickers buy authorities in exchange for the right to 

traffic drugs freely. The practice of buying la plaza supports the proposed theory that political 

party corruption causes more violence in certain regions because its representatives sell out to 

drug kingpins or cartels. Further, when la plaza emerged, mayors, police commandants, and 

military officials not only held political and judicial power in the locality, but also represented 

PRI— the political party that dominated every sector of the Mexican government for seven 

decades (Lupsha, 1991).  Lupsha’s statement contributes to my theory because municipalities 

that politically identify with PRI generally experience higher rates of drug violence. Although the 

political party does not presently dominate at the presidential level, many states and thousands of 

municipalities across the country elect officials that belong to PRI. As a result, corruption on 

behalf of the government prevails.  

Many government officials have affiliations with narcotraffickers, drug lords, and cartels 

because these groups sponsor political campaigns with the purpose of obtaining power over 

certain territories.  This idea is further elaborated with the PRI’s corruption during the late 1980’s 

and early 1990’s. During the seventy years of PRI dominance, high levels of corruption 

characterized the one party democracy in Mexico; in fact, instead of assuring stability of the 

country, the corruption of the party reached its peak during the Salinas de Gortari presidency 

(Shelley, 2001). Salinas de Gortari, who is speculated to be affiliated with narcotraffickers, led a 

tradition of corruption that involves government officials and narcotraffickers. Tactically, Salinas 

de Gortari implemented ostensible policies that allowed DEA agents to work in México when he 
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became president in the late eighties and early nineties.  He strengthened the military and police 

operations against traffickers at national level (Gonzalez, 2009) which appeared as strategic 

measures to secure the nation. Yet, his intentions did not help México; in fact, his work only 

helped his relations with other countries. To create a better relationship with the United States, 

Salinas de Gortari created a variety of security councils and agencies, developed anti-drug units 

in the federal and judicial police, and designated a military section that focused on drug control 

(Andreas, 1998). Unexpectedly, these policies contributed to the rise of organized crime and the 

Salinas de Gortari era reached the peak of corruption when he opened the economic system and 

privatized state owned enterprises (Shelley, 2001). This action did not only allow governmental 

officials at local levels to initiate commerce internationally, but also boosted a transnational 

black market in the Mexican-American frontier and benefited drug kingpins and their cartels.  

Further, Louise Shelley claims (2001) drug traffickers acquired influence at both national 

and regional governorships and powerful individuals such Carlos Salinas’ brother, Raul Salinas 

de Gortari “received massive payments from drug traffickers” (216). Although Salinas tried to 

revitalize the relationship with the United States, drug related corruption took over during and 

after his term with a series of murders and scandals including the conviction of Raul who is 

accused for plotting the murder of rising politician, Jose Francisco Ruiz Massieu (Andreas, 1998; 

Preston, 1999). Corruption at the state level became evident during these years as drug traffickers 

and associates took governorship roles in state levels. For example, the governors of Quintana 

Roo, Morelos, and Sonora were implicated in drug trafficking networks (Drug Enforcement 

Administration, 1999; Winer, 2001). As a result, the affiliation between government officials and 

drug traffickers increased violence at national, state, and local levels. As Andreas (1998) claims, 

“corruption is a two way relationship: it reflects the influence of drug smuggling over the state 

and the state’s influence over drug smuggling—and greater drug control capacity has arguably 

only deepened the influence” (161). Consequently, this background supports the theory that 

political identification with PRI leads to higher rates of drug violence.  

 

La perra está brava: The role of unemployment in the drug trafficking business  

 La Perra está brava. This colloquial phrase is used by people in the lower social classes 

to describe periods where unemployment and economic instability affect the well- being of its 

citizens; during these times of despair, jobs in the informal sector and illicit activities increase in 

return of economic compensation. Drug violence in México is partially due the economic status 

of the country. O’Neil (2009) argues México’s narcotrafficking problem is due to the economic 

crisis and the rising rate of unemployment and poverty among the population; in fact, many 

individuals live on two dollars per day.  After the economic downturn in the 1990s, México's job 

market did not completely recuperate. As a result, many unemployed males sought better 

opportunities across the border as illegal immigrants. On the other hand, those who remain in the 

country often seek alternative jobs related to narcotrafficking. Some of these individuals are 

employed as “halcones” or lookouts, others work in the fields to produce marijuana, and the rest 

become novice drug traffickers. These individuals are not only marginalized by the government 

and the economic system, but by the narcotrafficking business. Marginalization happens because 

drug cartels not only confront each other for power, but for the sake of the drug trafficking 

business. While many see impressive profits within a short period of time, others become victims 

of drug violence and lose their lives. Andreas (1996) claims that illegal immigration and 

narcotrafficking are vital methods to maintain the stability of a burdened economy. He further 

expresses that labor migration and drug trade aid the economic crisis when individuals obtain 
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jobs in the underground economy (Andreas, 1996).  Although México and the Unites States 

formulate policies to end this form of underground economy, people will continue to generate 

money in non-traditional methods as long as the crisis persists. As, a result, high levels of 

unemployment—especially among males—predict the increasing rates of violence in various 

aspects.  

 

Corrupción Policiaca: Corruption among law enforcers   

 In 2006, México deployed 45,000 troops and 5,000 policemen in the war against drug 

trafficking, yet violence continues to increase. While many believe this is a sign of success 

(Mahadevan, 2011), the violence may be an indicator of corruption among law enforcers. When 

narcotrafficking increased in the 1960s, corruption among the police forces also increased. For 

instance, Police Chief, Arturo Duarzo Moreno held an important position after being accused by 

the grand jury of Florida of shipping heroin into the United States. Moreno not only held a high-

ranking position, but created a special intelligence group, “Los Jaguares” that assisted, robbed, 

and murdered bank robbers, drug traffickers and other criminals. The magnitude of his corrupt 

power did not collapse until the late eighties with Moreno’s arrest and conviction (Lupsha, 

1991). Like Moreno, many other police officials at state and municipal level ally with drug 

traffickers and corrupt the judicial system. An example of corruption at national level is 

policeman Miguel Felix Gallardo’s who founded the Guadalajara cartel in the early 1980s 

(Mahadevan, 2011). One of the most important cases of narco-corruption turning to narco-

violence is Los Zetas. Trained by the American, French, and Israeli Special Forces, los Zetas are 

composed of deserters from the army and the police (Mahadevan, 2011). The low wage salary 

and the high levels of narco-violence encourage police officers to ally with cartels and 

narcotraffickers in exchange for a higher salary, protection from narcotraffickers, and power. On 

the other hand, those who remain loyal to their duties experience violence in unjustifiable 

manners. Freeman (2006) claims many police officers fear the power of narcotraffickers, “on 

April 8, armed men attacked municipal police, killing one” (6). Violence in México against the 

law enforcers is seen in all levels where police chiefs and police officers at state and municipal 

levels are violently attacked by outside forces. While many leave their jobs, others decide to join 

drug cartels for protection. Furthermore, this leads my hypothesis claiming lack of law 

enforcement triggers drug violence.   

 

 Theory and Hypotheses: Whose fault is it?  

After examining the history of narcotrafficking and scholars’ hypotheses for the causation 

of drug violence, this paper tests and analyzes if the rate of organized crime depends on the party 

identification of the municipality. This study’s underlying theory is that municipalities that 

politically identify with PRI experience more drug violence than states that identify with other 

political parties. My theory is based on the events that happened during and after the Salinas de 

Gortari presidency where the political party—PRI— became notorious for the economic 

downturn México suffered.  In fact, some of the effects are still seen today with the high poverty 

rates in the country. Part of my theory is supported by arguments made by Louise Shelley, Peter 

Andreas, and Francisco E. Gonzalez; the other half of my theory will be supported by my 

quantitative data. 

 

Hypothesis 1:  
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Municipalities that identify with PRI experience higher rates of drug violence due to the 

party’s past affiliations with drug trafficking—especially during the Salinas de Gortari 

presidency. 

 

Hypothesis 2:  

 Higher rates of male unemployment cause higher rates of drug violence in the different 

municipalities. I predict my relationship will be positive because unemployed males have two 

main options: immigration to the United States, or join the drug trafficking business. If more 

unemployed males work as narcotraffickers, violence will increase due to competition between 

cartels, drug lords, and novice narcotraffickers.  

 

Hypothesis 3:  

Low counts of law enforcers in each municipality trigger higher rates of drug violence. I predict 

the correlation will be positive because lack of support in law enforcement generally leads to 

higher rates of violence.  

 

Examinando el Crimen Organizado: Data and Methodology  

 The data set used in this analysis was created in June 2011 to measure the relationship 

between organized crime casualties and the political identification of a municipality. To obtain 

my variables, I looked at three different sites and gathered information for 2,457 municipalities. 

The first website managed by El Instituto Federal Electoral—IFE—provided the political 

identification of each municipality according to deputies elected by majority vote. The political 

identification is entered based on the 2009 election which elected deputies who will remain in 

office until 2012.   Secondly, Presidencia de la Republica’s website provided the data for 

organized crime killings in 1,141 municipalities. Data for the remaining 1, 316 municipalities are 

missing because crimes related to narcotrafficking were not reported in the area. Lastly, Instituto 

Nacional de Geografía y Estadística (INEGI) provided data for employed law enforcers and 

unemployed males for each municipality in 2010. This data was collected by INEGI from the 

2010 Census and data for employed law enforcers was available for 2,326 counties. Note that 

information for all the municipalities in México Distrito Federal and some of the cities with the 

highest rates of organized crime such as Ciudad Juárez, Chihuahua were not listed in the website. 

Finally, all municipalities provided data for the number of unemployed males.  

 

Dependent Variable: Organized Crime Killings  

The analysis investigates whether the independent variables (party identification, 

unemployed males, and number of employed police officers) affect the rates of organized crime 

killings in an area.  Although the analysis can be tested in a counter form, specifying it in this 

way serves to identify the influence of political parties over a territory in the war against drugs. 

    Organized crime killings are defined in three manners: those caused by rivalry among 

drug cartels, confrontations, or by aggression against an authority. Organized crime killings 

caused by rivalry are defined as violent executions. In these cases, the victim is suspected to have 

an affiliation with a group. A set of characteristics can define an organized crime killing under 

this category if the victim suffers decapitation, dismemberment, mutilation, or calcinations.  

Deaths caused by confrontation happen when two rival groups use firearms and military 

equipment to fight each other. These confrontations may happen between members of drug 

cartels or between members of drug cartels and police officials. Lastly, deaths caused by 
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aggression against authority happen when delinquents attack governmental property and officials 

and officials attack in return.    

 With more than one thousand observations and different rates for organized crime killings 

in the municipalities, two measures were taken to create a normal distribution. First, the number 

of reported killings was divided by the population and multiplied   by one million.  The 

Institutito Nacional de Geografía y Estadística provided the population numbers for each 

municipality. Then the natural logarithm was applied to this quantity. 

 

Independent Variables:  Party Identification with PRI, Law Enforcers, Unemployed Males  

 While none of my selected scholars provided quantitative data that tests whether certain 

variables affect the rates of organized crime killings in the municipalities, I decided to structure 

my analysis by choosing the dominant political party that has governed México for seven 

decades.  In addition, I added two other variables that may explain why some municipalities 

experience higher rates of organized crime killings than others.  Although political identification 

is the main focus of this analysis, the other variables are useful to determine what other factors 

may contribute to the lack of security in the municipalities and states.  

 Overall, 1,372 municipalities provided information for party identification of the region. 

Although IFE provided data for most municipalities, information for the remaining 

municipalities was not collected because organized crime killings were not reported in the area. 

The 2009 election of deputies determined the party identification of the municipality for this 

study. Overall, the search found that there are Mexican municipalities which identify with PRI, 

PAN, PRD, PT (Partido Del Trabajo), PVEM (Partido Verde Ecologista de México), Partido 

Nueva Alianza, and CONV (Convergencia). Of these PVEM, CONV, PT, and Partido Nueva 

Alianza have little representation in México at municipal level.  On the other hand, PRD and 

PAN had more representation with 170 and 314 municipalities that respectively identified with 

the parties. In the last decade PAN attained more representation at local level with Vicente Fox 

and Felipe Calderón—both PAN candidates—elected at presidential level. PRD also influenced 

many states and municipalities with the candidacy of Andrés Manuel López Obrador, “El Peje”, 

during the 2006 presidential election. Finally, out of the 1,372 municipalities, 788 identified with 

PRI. Northern states such as Coahuila, Chihuahua, Sinaloa, Nuevo Leon, and Tamaulipas fully 

identified with the political party while other states had more variety.  

 A dummy variable was created for party identification. Five parties were grouped into 

one category and a different category was made for PRI. Hence, the graphs demonstrated in the 

analysis section only demonstrate results for PRI.  

 In addition, a variable measuring the number of unemployed males per municipality was 

included. Similar to the variable for number of organized crime killings, this variable had 

significant variance. Since municipalities like Monterrey, Nuevo Leon are much larger than 

municipalities such as Melchor, Nuevo Leon, the raw numbers were divided by the population of 

each municipality and then multiplied by one million. As mentioned earlier, INEGI provided data 

for all the municipalities. 

 Finally, a variable was added that counts the number of law enforcers employed in each 

municipality. According to INEGI these numbers include officials with different ranks working 

at municipal level. As with other variables the number of law enforcers was divided by 

population and multiplied by one million. As mentioned earlier, the site only included 

information for 2,326 municipalities, and information for cities with high rates of organized 

crime killings is missing. This does not mean that states like México D.F. or municipalities like 
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Juárez, Chihuahua do not have law enforcers, but the lack of numbers may alter the results of the 

analysis. Also, similar to the data for the dependent variable, the logarithm of this number was 

used to test the relationship with my dependent variable.  

 

¿Quién es responsable? : Results and Discussion  

*DESCRIPTIVE RESULTS:  

 

 
 

Figure 1 demonstrates the relationship between municipalities that identify politically 

with PRI and the rates of organized crime experienced in the area. As seen in box “0”, 

municipalities who politically identify with PAN, PRD, PT, PVEM, CONV, or Nueva Alianza 

experience lower rates of organized crime killings. With a maximum between 5 and 10 IQR
1
 and 

median and a minimum below 5 IQR, box “0” remains below the maximum and medium of box 

“1”. On the other hand, box “1” explains the rate of organized crime killings experienced by 

municipalities that politically identify with PRI.  As seen in Figure 1, the median for this group is 

5IQR and the maximum is close to 10 IQR. These ranges suggest that areas that identify with 

PRI experience more incidents of drug violence on average. Further, it is important to note that 

the range of organized crime killings for box “1” is much larger than box “0”. This means that 

more variation exists between municipalities that identify with PRI; while most areas experience 

higher rates of drug violence; a few evade the violent phenomenon. As a result, the relationship 

                                                        
1
 

 IQR:  In Descriptive Statistics IQR stands for Interquartile Range  
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depicted in this graph supports my hypothesis which states that municipalities who identify with 

PRI experience more drug violence due the corruption of the political party.   

 As demonstrated in figure 1.2, municipalities that identify with PRI employ more police 

officers and law enforcers than the other municipalities. According to my third hypothesis, this 

would suggest that municipalities in Nuevo Leon, Tamaulipas, Sinaloa, and Chihuahua should 

experience less drug violence; however, the opposite is seen in the data.  On the other hand, 

Figure 1.3 demonstrates that municipalities that identify with PRI have higher rates of 

unemployed males. This data may be helpful in the future to test whether municipalities that 

identify with PRI and with high numbers of male unemployment experience higher rates of drug 

violence. 

 

 

 

 

FIGURE 1.2 Law Enforcers Employed per Million  
Variable Obs. Mean Std. 

Deviation 
Min Max 

Municipality with PID: PRI 1864 3820.877 7289.533 2.793788 136109.4 

Municipality with PID: Not 
PRI 

461 2055.844 2199.11 49.64997 25910.59 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

FIGURE 1.3 Males Unemployed per Million 
Variable Obs. Mean Std. 

Deviation 
Min Max 

Municipality with PID: PRI 1960 103443.3 28407.88 39855.07 309987.8 

Municipality with PID: Not 
PRI 

496 93962.5 18940.36 49023.41 177938.8 
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Similarly, Figure 2 demonstrates the accuracy of the second hypothesis which suggests 

that areas with higher rates of male unemployment experience higher rates of organized crime 

killings. As seen in the figure, a positive correlation exists between the independent and 

dependent variables. Generally, the mass of municipalities that have less than one million 

unemployed males experience lower rates of organized crime killings.  As seen in the graph, 

when the numbers of unemployed males are more than one million violence increases 

progressively. Hence, as stated in the hypothesis, the positive relationship between male 

unemployment and organized crime killings rates may be due to the amount of unemployed 

males working for narcotraffickers or cartels.  
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Finally, Figure 3 partially demonstrates the accuracy of the third hypothesis. As seen in 

the graph, a positive correlation exists between law enforcers and organized crime killings.  

While the scatter plot demonstrates that some municipalities with low numbers of law enforcers 

experience high rates of drug violence, the majority of the municipalities experience more 

violence if more officials are employed. The outcome in this graph may be due to two reasons. 

First of all, there was a significant absence of data lacked for this independent variable. As 

mentioned before, numbers for México DF and violent municipalities such as Ciudad Juarez, 

Chihuahua and Matamoros Tamaulipas were absent from INEGI’s site.  Another factor that can 

influence my outcome is the corruption of police officers. Although some cities may have large 

numbers of law enforcers, this may contribute to higher rates of drug violence if police officers 

collaborate with drug cartels and narcotraffickers. Finally, it is important to note that when the 

numbers for law enforcers grow significantly, rates of drug violence killings diminish.   
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FIGURE 4: ORGANIZED CRIME RATES  IN MUNICIPALITIES  

VARIABLE COEF*  P>|T| 

(S.E.) 

Party ID: PRI 0.39* 0 

-0.11 

Law enforcers  per 1 million  0.35* 0 

-0.06 

Male unemployed per 1million  0.00* 0 

-0.00000289 

  

 

*STANDARD ERROR IN PARENTHESIS, R
2
= 0.13, N= 764 

 The results in Figure 4 demonstrate that in addition to identification of municipalities 

with PRI, the number of law enforcers employed and the number of unemployed males are 

significant variables that affect the rates of organized crime killings in a municipality. As seen in 

the table one of the most important factors that may cause drug violence in México is the 

unemployment of males. As suggested in my hypothesis, the lack of jobs in municipalities, cities, 

and states leads males to look for outlets outside of the legal job market. While many males 

immigrate to the United States, others are employed by drug lords in different sectors of the drug 

trafficking business.  As mentioned earlier, an investigation combining the party identification 

and male unemployment may be important in the future to determine if both variables cause 

more drug violence in certain areas. Finally, the explanatory power of the model may increase if 

the large quantity of missing data were obtained and included. 
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Conclusion:  

The results demonstrate that political identification with PRI and high rates of 

unemployed males are salient variables that determine high rates of organized crime killings in 

Mexican municipalities. Although lack of enforcement is a significant variable that determines 

higher rates of drug violence, more investigation needs to be done to find whether large numbers 

of law enforcers really affect the security of an area. Overall, this investigation provides evidence 

that suggests that municipalities who politically identify with the Mexican political party PRI 

experience more drug violence. As described earlier, this is hypothesized to be due to the corrupt 

history of the political party and the effects of the Salinas de Gortari Administration. While it is 

hard to determine what causes drug violence in Mexico, this analysis can help identify a small 

portion of the problem.     

 
Appendix: 

 Note: Spanish Proficiency is needed to gather most data since all text is found in Spanish.   

 Information for population, male unemployment, and law enforcers employed was 

obtained from INGEI. INEGI records data from the México Census. The data used was 

obtained from the 2010 Census. (www.inegi.org.mx)  

 Total Data for unemployed males and population was found for 2,457 municipalities.  

 Information for unemployed law enforcers was found for 2,326 municipalities. The 

numbers include law enforcers employed in municipal and state level.  

 Information for party identification for each municipality was obtained from Instituto 

Federal Electoral (IFE) under “Estatisticas y Resultados Electorales”. Information is 

available for most municipalities, but only 1,372 party identifications were used in the 

research. . (www.ife.org.mx) 

 The reason why deputies were used to in the data set instead of local mayors or 

“Presidentes Municipales” is because this data was not available in IFE. This may be due 

to the unstable governments at municipal level where the elected officials may have 

suffered violence and been replaced by candidates from the same or different party.  

 Information for organized crime rates was retrieved from Presidencia de la Republica’s 

website. The information published was obtained from SNSP for 2010. Organized crime 

killings were reported for 1,141 municipalities. This does not mean that other 

municipalities are unaffected by drug violence. The numbers published or those that the 

national security system counted for 2010.  (http://www.presidencia.gob.mx/) 

 The variable names used in STATA are names as follow:  

- “PIDasof2009”: Party Identification of Municipality  

- PRI is equivalent to PRI and PRI =0 is equivalent to the municipalities who 

identify with other parties.  

- “Logocrimespermillion”: is equivalent to the average organized crime 

killings per 1 million people.  

- “Logpolicepermillion”: is equivalent to the average number of employed law 

enforcers per 1million people.  

- “Maleunemployedpermillion”: is equivalent to the number unemployed 

males per 1 million people. 

http://www.inegi.org.mx/
http://www.ife.org.mx/
http://www.presidencia.gob.mx/
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1975: INTERNATIONAL WOMEN’S PUTAS’ YEAR 

 
Feminism has transcended the feminist movement.  In 1975 the women's drive penetrated every 

layer of society, matured beyond ideology to a new status of general — and sometimes 

unconscious — acceptance.
2
   

Time Magazine, 1975 

 

 The year 1975 will remain a major historical moment of what is now known as second 

wave feminism.  The above statement is/was supported by the rise in levels of women’s 

representation in the professional world, increased attention to women’s reproductive health, the 

introduction of women’s studies departments in universities and a number of social/equal rights 

reforms led by an active feminist contingent.  This activity, though localized by country, was felt 

across the globe as women fomented politically, economically and socially motivated 

movements to encourage change. 

The United Nations (UN) – in response to this growing feminist outcry – named 1975 as 

the first International Women’s Year and declared the center of its activities to be situated within 

Mexico City.  Some scholars assert that, “Mexico ‘75 is seen as the beginning of global dialog 

on gender equality.”
3
  The First World Conference on the Status of Women was held within the 

city representing 133 Member State delegations, 113 of which were headed by women.  From 

this conference, the International Research and Training Institute for the Advancement of 

Women (INSTRAW) and the United Nations Development Fund for Women (UNIFEM) were 

formed in order to provide institutional frameworks for research, training and operational 

activities in the area of women’s rights.  Parallel to this conference was the International 

Women’s Tribune, which was an NGO forum meant to reflect upon the topic of International 

Women’s Year that garnered 4,000 participants.
4
   

The 1970s also showed a global merging of second wave feminist action and artistic 

practice, a defining point of feminism and art, and the beginnings of an international feminist art 

project.  In addition to the more politically motivated conferences of 1975, Mexico City’s art 

museums reacted to the UN’s declaration by staging women-centered exhibitions.  Three major 

shows were held over the summer of 1975: the Museo de Arte Moderno’s (MAM) La Mujer 

Como Creadora y Tema del Arte (Woman as Creator and Theme of Art), the Palacio de Bellas 

Artes’ La Mujer en la Plastica (The Woman in Art) and the Polyforum Cultural de Siqueiros’ 

                                                        
2
 Time Magazine Online, “Women of the Year: Great Changes, New Chances, Tough Choices” Time Magazine 

http://www.time.com/time/magazine/article/0,9171,947597,00.html (accessed 28 Aug. 2010). 
3
 Tim Forsyth, Encyclopedia of International Development (London: Routledge, 2005), 720. 

4
 Fifth Women’s World Conference Online, “1975 World Conference on Women,” 

http://www.5wwc.org/conference_background/1975_WCW.html (accessed 23 June 2010). 
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Pinturas y Esculturas en Mexico (Women Painters and Sculptors in Mexico).  Artes Visuales, the 

official magazine of MAM, also dedicated an entire issue to the topic of women artists, which 

included an interview with well-known American feminist artist Judy Chicago.  In addition to 

the multitude of inspiring politically conscious conferences, works by over 80 women artists 

were exhibited in the city's major museums during the month of July alone.  When listing out 

these facts it seems, from our historical distance, that feminism and the arts was growing in 

positivity, support and influence.  

Today, most recognize this connection between feminism and the arts within North 

America and Western Europe.  Even with the events of 1975 that highlight Mexico City as a 

pivotal site of this global movement, Mexico seems to have been left off the map of historical 

significance.  Through an examination of the experiences of artists during this time alongside 

key exhibitions, this discussion will situate the complex connection between feminism and art in 

Mexico during the 1970s.  In exploring how artists negotiated this particular borderspace 

between feminism and the art world, this analysis will provide insights into the exclusionary 

nature of the local and international art world with regards to women artists, and particularly 

Latin American women artists, while ultimately highlighting strategies to combat invisibility and 

eliminate exclusionary practices. 

 
NO MEN IN UNIFORM, NO CHILDREN, NO DOGS, NO WOMEN: 

A Woman’s Place in Mexico City’s Art World 

 
Amongst the various aforementioned exhibitions within Mexico City was a small student 

show at the well-respected Academia de San Carlos (San Carlos), the first major art academy and 

museum in the Americas.  When interviewing the artist Magali Lara, she described the 

experience of her first show, within this exhibition.  Her work Tijeras (Scissors) consisted of a 

hand-made artist’s book containing a series of drawings, collages and short phrases, along with 

larger prints of selected drawings displayed on the wall (Figures 1, 2 & 3).  “Stories of seduction 

and desire, from a female viewpoint,” seemingly entirely appropriate artworks for the time, the 

work was not well received by her peers, being vandalized, her name torn from the wall, and in  

         
Figure 1.      Figure 2.      Figure 3. 

 

its place written in large, bold letters: PUTA (whore)
5
.  Lara said of the incident: 

                                                        
5
 Appendix A, my translation. 
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It was disconcerting to see so much anger at those drawings.  Many comrades severely 

criticized me either for having included phrases or because the work was not pretty, nor 

female.
6
  

 

The artist Monica Mayer also revealed that during the same period her installation titled 

Ilusiones (Illusions), also at San Carlos, which consisting of drawings hidden behind installed 

curtains, was similarly vandalized by male students (Fig. 4). 

 
Figure 4. 

These installations dealt with themes of sexuality and desire – Mayer’s more obviously 

than Lara’s – subject matter that fell in line with the aforementioned merging of feminist action 

and artistic practice.  When considering this fact alongside the events of 1975 which intended to 

validate the position of women, the hostility aggressed to these female artists from their peers, 

educated at academically respected and modern minded institutions, is perplexing.     

MAM’s Woman as Creator and Theme of Art (1975) helps to perhaps unpick the 

complexities of gendered traditions in Mexico at that time.  While seemingly an exhibition 

focusing on female artists, it was in fact largely an illustration of women not as creator of art in 

the sense of an artist, but as creating imagination and life in others - i.e. male artists.  Out of the 

forty-nine artists exhibited, only thirteen were women: Frida Kahlo, Maria Izquierdo, Remedios 

Varo, Lilia Carrillo, Leonora Carrington, Olga Costa, Helen Escobedo, Angela Gurria, Geles 

Cabrera, Maria Lagunes, Marysole Worner Baz, Alice Rahon and Cordelia Urueta (Fig. 5). 

                                                        
6
 Appendix A, my translation. 
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Figure 5. 

 

Roughly 75% of the exhibition consisted of works created by men depicting women: 

portraits of “refined” women, domestic family scenes, “soldaderas” assisting men in the 

revolution, faceless women at work in the kitchen, seductive nudes and weeping mothers.  These 

works individually serve to further perpetuate the common myths of femininity and women’s 

roles as either sexual or visual objects, or as wives and mothers in service to men.  When shown 

collectively, their overarching impact is made all the more clear (Figs. 6, 7, 8 & 9). 

 

 
     Figure 6.              Figure 7. 
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Figure 8.        Figure 9. 

 

MAM’s exhibition catalogue further drives this misogynist point home.  Frida Kahlo’s 

Self-Portrait as a Tehuana (alternatively titled Diego on my Mind) from 1943 dons the cover of 

the catalogue accompanying this exhibition (Fig. 10).  Kahlo began this painting in 1940, the 

year following her divorce from Diego Rivera.  In it she wears the Tehuana costume that Rivera 

loved and came to define her public persona (Fig. 11).
7
  The women of the Tehuana culture, 

hailing from Tehuantepec in the southeast of the state of Oaxaca, are renowned throughout 

Mexico for their colorful style of dress and strong personalities.  At times their culture is referred 

to as “matriarchal” in comparison with the rest of Mexico. 

                                                        
7
 “It has been noted that Kahlo began to wear this type of dress shortly after her romantic relationship with Rivera 

began.” Jane Burton, Room Guide to Frida Kahlo Exhibition (London: Tate Modern, 2005) 

http://www.tate.org.uk/modern/exhibitions/kahlo/roomguide.shtm (accessed 14 July 2010). 
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Figure 10. 

 
Figure 11. 
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While Kahlo dresses in this style in her portrait, perhaps as a statement of matriarchal 

female power, Rivera still occupies the place at the middle of her forehead, stemming from her 

third eye: the cross-cultural seat of wisdom and enlightenment.  As Kahlo chose to depict herself 

in Tehuana dress in the majority of her self-portraits, it seems MAM would not have been hard-

pressed to find an alternate image.  In fact, had it been the curator’s intention to focus on the 

traditional and iconic white headdress, they could have shown her Self Portrait from 1948 in 

which she dons the same garment (Fig. 12).  While Kahlo may have been suggesting in the first 

portrait, as her alternative title states, that Rivera was, in fact, simply on her mind; however, 

MAM’s choice of this one particular image as the cover for their catalogue of an exhibition 

meant to demonstrate the creativity of women artists, speaks to their hegemonic stance on the 

status of women in the arts.   

 
Figure 12. 

 

British art historians Rozsika Parker and Griselda Pollock state in their chapter “Images 

and Signs” in the book Framing Feminism: Art and the Women’s Movement, 1970–1985: 

Representations are addressed to someone and are organized to win that someone’s 

complicity with their preferred readings so that the image is experienced as a reflection of 

the natural order of things.
8
  

 

MAM’s exhibition catalogue serves as a piece of historical evidence pointing towards the sexist 

nature of the art world and, arguably, general society in Mexico in 1975.  Kahlo is revered in 

Mexico; however, she has only recently begun to be considered independently from Diego 

Rivera.  MAM allows her to present herself as a strong, “feminist,” Tehuana woman; yet, male 

                                                        
8
 Rozsika Parker and Griselda Pollock, Framing Feminism: Art and the Women’s Movement, 1970–1985 (London: 

Pandora, 1987), 126. 
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influence on her creativity – the “genius” of Diego Rivera – is never forgotten.  This one simple 

visual cue reaffirms MAM’s vision, whether conscious or not, of the “natural order” female 

artists’ identity and their place within in the art world in Mexico. 

Once the veil of historical perspective is lifted off these events, we can see the paradox 

that existed then and still needs to be unpacked today.  While the events of 1975 imply 

acceptance and progress of sex and gender stereotypes and traditions, it is clear that the 

exhibitions' reception and ideologies were problematic.  Rather than taking a revolutionary 

approach to the exhibition of women artists, instead patriarchal tactics that upheld male artistic 

genius, and resulted in more of the same tokenism that women remain subjected to, continued to 

be reinforced.   

In 1975 women were still, essentially and with very few exceptions, invisible as 

independent artists.  Mayer affirmed this sentiment in her article entitled “Art and Feminism: 

from Loving Education to Education through Osmosis”:  

It was there [at San Carlos] that I began to realize that women were invisible: women 

artists were not mentioned in history of art classes and nor were we, as women students, 

given the slightest consideration.  Most of the lecturers saw us as women first and artists 

second.
9
  

 

The tense aura of exclusion permeated out of the classrooms and into the social structure of the 

university.  Mayer points to one of the major problems of social life at the school in her same 

article: 

Social life revolved around cantinas, which are our local pubs, from which we were 

banned by explicit signs that stated: “No men in uniforms, no children, no dogs, no 

women.”
10

  

 

In passing, a sign like this could be taken lightly or humorously if not for the fact that it was an 

institutionally accepted and enforced rule in all of the university cantinas.  Although seemingly 

living during a dawning age of gender equality and feminist activism, Mexican women found 

themselves, quite literally, last on the list as women artists.   

As evidenced by artists working within the academic art world in Mexico, clearly there 

was an impetus for what we could venture to call a feminist art practice, or at least a particularly 

female artistic discourse, which would take shape over the coming years into the next decade.  It 

is critical that these artists are re-situated within an international contemporary context and 

evaluated from their own position in order to expand our understanding of feminist art history, 

and art history in general.   

 
Collage Intimo (Intimate Collage) and La Mujer Como Creadora y Tema del 

Arte (Woman as Creator and Theme of Art): AN ANALYSIS 

 
Leaping forward two years, we encounter the first explicitly “feminist” exhibition 

organized by artists Monica Mayer, Rosalba Huerta and Lucy Santiago entitled Collage Intimo 

(Intimate Collage), inspired by vandalism of Mayer and Lara’s work during the aforementioned 

                                                        
9
 Monica Mayer, “Art and Feminism: from Loving Education to Education through Osmosis,” n.paradoxa 26 

(2010), 5. 
10

 Mayer, “Art and Feminism,” 5. 
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exhibitions at San Carlos.  The works in this show dealt with similar themes of sexuality and 

desire, from a woman’s point of view.  The exhibition was held at the Casa del Lago, a building 

located inside of the busy Chapultepec Park which also houses MAM.  Mayer explains, “one of 

the things our work had in common was our feminist vision, [so] we decided to stress this as the 

main point of the exhibition.”
11

  The work shown included Lara’s series Tijeras and Mayer’s 

Ilusiones, which had previously caused so much controversy. 

While this exhibition was executed on a far smaller scale to that of 1975’s 

aforementioned Woman as Creator and Theme of Art, and with far less resources, the social 

conditions were fairly similar.  Both were undertaken in the heart of Mexico City, by cultural 

institutions not typically associated with or interested in feminism, at a time of public events 

centred on women’s rights.  While 1975 marked International Woman’s Year, 1977 brought the 

“First Mexican-Central American Symposium on Research on Women” to Mexico City and the 

first Mother’s Day Demonstration for Abortion Rights.
12

   

Even with these similar conditions, these exhibitions positioned themselves on different 

sides of the spectrum.  Intimate Collage dedicated 100% of its exhibition space to works by 

women artists, as opposed to the roughly 25% of MAM’s exhibition.  Numbers aside, Intimate 

Collage also sought to involve artists in the curatorial process.  Rather than selecting a sampling 

of artists and imposing a structured curatorial frame around them, artists worked side by side to 

execute the vision of the show.  

In the introduction to the 1975 exhibition catalogue for Woman as Creator and Theme of 

Art, MAM’s Director, Fernando Gamboa, reflects the institution’s opinion on the status of 

women in the arts: 

The contribution of women to the visual arts in Mexico has been in the last few decades, 

but also very significant.  Here, as in the rest of the world, women have made their 

entrance into the magical realm of art relatively late.
13

  

 

Gamboa moves on to ask why these contributions have come so late, explaining that while we 

cannot not know for certain, it undoubtedly must have to do with the victimization of and 

discrimination against women. 

In his initial positioning of women artists as, basically, unproductive until recent decades, 

Gamboa has set the stage for interpretation of the works included as remedial, primitive and 

undeveloped.  He justifies the artists included in the exhibition by stating of them and their work: 

The exhibition is… limited to a group of artists… which, like those in Europe and 

America that have been mentioned, have opened the way for women to great art… They 

have contributed to the formation of new values and the creation of the artistic climate of 

Mexico and have influenced many male artists… But that does not really matter.  Art 

knows no gender boundaries.  What matters is originality and creative powers… I wish it 

were so all over the world: a woman painter, a painter, a sculptor, a woman sculptor, all 

are equal.  Appreciation by the public and critics does not depend in any way on sex, but 

                                                        
11

 Appendix B. 
12

 The 1977 Mother’s Day Demonstration for Abortion Rights was a march for the legalization of abortion held in 

Mexico City.  Monica Mayer, “On Life and Art as a Feminist,” n.paradoxa 9 (1999), 49. 
13

 Fernando Gamboa, ed., La Mujer Como Creadora y Tema del Arte (Mexico City: El Museo de Arte Moderno, 

1975), 1. 
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only of his artistic ability and personality.  One more step forward in the liberation of 

humanity.
14

 

 

Affirming that art knows no gender boundaries in the introduction to an exhibition structured 

upon gender difference is a rather troublesome statement to make.  

In outlining as the opening line of his introduction that women artists have made late yet 

important contributions to the field of art, Gamboa is not doing anything to further his dream of 

an art world erased of sex/gender boundaries.  Binaries are set up to show a sampling of women 

whose work is rather well known in Mexico, juxtaposed with better known male artists showing 

images of women that reinforces gender stereotypes.   

If the exhibition were to explore how these women artists saw their world, experienced it, 

and attempted to articulate and explore a kind of feminine imaginary through the visual arts, it 

would have been a more forward thinking exhibition.  Griselda Pollock, in her article “Painting, 

Feminism, History,” describes the particular position of women within artistic practice: 

Women want to make art… a desire which is as much about wanting the right to enjoy 

being the body of the painter in the studio – the creative self in a private domain – as it is 

about wanting to express individualistically the none the less collective experiences of 

women.
15

  

 

These collective yet individual experiences explored through women’s art practices are 

inherently different from men’s; this exhibition does nothing to recognize those differences, 

which is what is so interestingly considered in exhibitions like Intimate Collage.  

In her article entitled “Beyond ‘the Fantastic:’ Framing Identity in US Exhibitions of 

Latin American Art,” Latin American art curator Mari Carmen Ramirez explains the identity 

producing power of exhibitions:  

Art exhibitions are privileged vehicles for the representation of individual and collective 

identities, whether they consciously set out to be so or not.  By bringing together works 

produced by artists, as individuals or as members of a specific community, they allow 

insights into the ways those artists visually construct their self-image.
16

  

 

While arguably the exhibition at MAM is just that – one exhibition amongst many others – it was 

executed at an extremely important institution, at a time when women’s issues were coming to 

the forefront socially, and thus has a particularly significant influence on the community at large 

in terms of its identity producing power.  For the arts community – collectors, dealers, artists – 

and the public in general, MAM’s version of the woman artist: one containing the affirming trace 

of or connection to male artistic genius, whether consciously or not, becomes a part of the public 

identity construction of the woman artist. 

 Through its emphasis on interaction between curators and artists, and its choice in works, 

Intimate Collage represents an important expression of the current artistic community’s interests 

that would help to create a discourse that is female, feminist and Mexican.  The “controversial” 

                                                        
14

 Gamboa, 2. 

 
15

 Griselda Pollock, “Feminism, Painting, History,” in Destabilizing Theory, ed. Michelle Barratt and Ann Phillips 

(Cambridge: Polity Press, 1992), 140. 
16

 Mari Carmen Ramirez, “Beyond ‘the Fantastic’: Framing Identity in US Exhibitions of Latin American Art,” in 

Beyond the Fantastic: Contemporary Art Criticism from Latin America, ed. Gerardo Mosquera (London: Institute of 

International Visual Arts, 1995), 229. 
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works shown speak to the particular concerns of Mexican women artists.  Lara’s Tijeras is active 

on a series of levels, calling up direct references to the experience of a woman artist.  In the text 

associated with the piece, Lara writes:  

Scissors have always formed a part of the objects associated with the female world.  To 

sew, to cut dolls, pieces of fabric, or even flowers or chickens.  All are scissors, all cut or 

separate into pieces.
17

 

 

Her choice of scissors refers to their duel existence in both a woman’s world, and also in the 

artist’s practice in relationship to craft.  Rather than allowing them to remain a benign object, she 

cuts them, creating collages that explore a variety of representations on the page (Figs. 1, 2 & 3).  

Her construction, reconstruction and orientation of the scissors themselves, along with the red 

stitching, play between masculine and feminine associations – phallic in their closed state, 

vaginal when they are open, all the time retaining the threat of violent action inherent in their 

function.   

The use of Tijeras in this exhibition presents a positive identity of women artists to the 

public.  The show’s emphasis is not on biological differences, but shows an engagement with the 

particular experience of the female artist, from her point of view, rather than an outsider view 

reflected back onto her.  The following year, Mayer would help organize two feminist 

exhibitions in Mexico City.  Exposicion Colectiva de Arte Feminista (Collective Feminist 

Exhibition) was staged at the Galeria Contraste and “anyone who considered herself a feminist 

was invited to participate, even if the work itself was not feminist.”
18

  The other was titled Lo 

Normal (On Normality) and was held at a more alternative space, a youth centre in a lower 

income neighborhood.  

When speaking about participating in these exhibitions, Mayer has said, “It seems as 

though we were trying to define what ‘feminist art’ might mean.”
19

  A seemingly simple 

statement, and something anyone from this present generation, born during a time fully 

enveloped by feminism’s legacy and contributions, has the luxury of understanding as an 

afterthought.  However, in order to properly examine this moment, we should also venture to 

define – if at the very least loosely – what feminist art is.  

Griselda Pollock dedicates a portion of her chapter titled “Feminism and Modernism” 

from the book Framing Feminisms: Art and the Women’s Movement, 1970–1985 to this 

question, arguing that there is no answer: 

There is no such entity; no homogenous movement defined by character or style, favored 

media or typical subject matter.  There are instead feminist artistic practices which cannot 

be comprehended by the standard procedures and protocols of modernist art history and 

criticism which depend upon isolating aesthetic considerations such as style or media.
20

  

 

Pollock asserts that feminist art cannot be defined by the commonly understood terms and norms 

of art history; indeed there is no such thing as “feminist art.”  It cannot be categorized into a neat 

chapter in The Story of Art, like more commonly known and rigidly defined artistic moments like 

Impressionist, Surrealist, Cubist and other ist art movements.  While it is definitely both a 

                                                        
17

 Appendix C, my translation. 
18

 Mayer, “On Life and Art as a Feminist,” 50. 
19

 Mayer, “On Life and Art as a Feminist,” 50. 
20

 Parker and Pollock, 80. 
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movement and an ist, it is an ist that exists in constant motion – weaving and moving through 

various art forms and times, resisting the static nature of a period and opting for a practice.   

Latin American cultural theorist Nelly Richard gives a more exacting definition of 

“feminist art” in her article “Women’s Art Practices and the Critique of Signs” by outlining the 

differences between “women’s art,” “feminine art” and “feminist art:”  

Women’s Art (art signed by women artists that does not necessarily question how the 

masculine/feminine difference is articulated and symbolized); feminine art (art that 

illustrates the range of values and feelings ascribed to universal femininity); and feminist 

art (art that acts upon visual culture to question the fact that codifications of identity and 

power always favor the hegemony of masculinity when structuring the representation of 

sexual difference).
21

  

 

There is no rigidly defined style of “feminist art,” but rather a set of practices, which yield 

artworks that question the hegemonic norms and orders of identity, power and sexual difference.   

The concept of Mexican art during the 1960s and 70s, formulated within the post-

revolutionary decades, promoted and influenced by the top art academies of San Carlos and La 

Esmeralda, remained very rigidly defined.  Edward J. McCaughan defines this “Mexican 

School” of art in his article “Navigating the Labyrinth of Silence: Feminist Artists in Mexico”: 

The semi-official “Mexican School” of art… refers broadly to genres, styles, and themes 

of revolutionary nationalism, social realism, and indigenismo associated with the 

muralists, painters, and graphic artists identified with the Mexican Revolution.
22

 

 

While the 1970s would contain entirely different pressures than the period surrounding the 

Mexican Revolution, revolution was still in the air.  With the student revolts of 1968, and the 

“dirty war” that would follow, art was still perceived as a tool to fight a corrupt state, with 

correct and incorrect ways of execution. 

The conservativism of the nationalistic/socialist character of the Mexican art world 

created an enormous obstacle in the construction of a feminist art project in Mexico City.  

McCaughan goes on to explain: 

The Mexican School’s uniquely Mexican version of modernism shared with European 

modernism a privileging of the public sphere of men, masculine sexuality, and male 

experience with war… all themes that tended to marginalize women’s experiences and 

thus their artistic expression.
23

  

 

This dogmatic insistence on nationalism with regards to art was a hindrance to a feminist art 

practice that, while including socially relevant themes, would also explore issues such as identity 

and sexuality.  There was simply no room in Mexico’s art world for works that considered such 

seemingly personal issues.  The clear connections with what were considered more “immediate” 

political concerns of the state remained overlooked.  One would assume these artists would find 

their stronghold within the feminist movement at the time; however historically, as we will see, 

this is not the case.   
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LOCAL AND GLOBAL FEMINIST DIS/CONNECTIONS:   

Understanding 1970s Feminism in Mexico 
 

The 1970s saw a number of feminist groups become active on the political scene in 

Mexico.
24

  The political nature of feminist movements is wholly evident in Mexico – a modern 

nation profoundly influenced by socialism and built upon the principals of revolution.  Nikki 

Craske explains the precarious positions of those involved in second wave feminism in Mexico 

with regards to this revolutionary-based national identity: 
Towards the end of the twentieth century, there was a shift towards economic and 

political liberalism, yet still cast as part of the “revolutionary” project.  It has been 

difficult for women to find their space within these national projects: liberals often saw 

women and their gender interests as subsumed within the family, while revolutionaries 

prioritized national and class struggles over women’s particular issues.
25

  

 

Because of these issues, Mexican feminists struggled to find a position from which to make their 

voices effectively heard within Mexico during the 1970s.   

To forge their own voice, feminists at the time would find themselves embracing what 

Molyneux would call “difference feminism.”  Molyneux explains:  

Difference defined the very meaning of “women’s politics” for many Latin American 

feminists… what needed addressing was how to achieve a proper and equitable balance 

between the spheres of “feminine” and “masculine” endeavor, between care and work 

and between local and national politics.  Such a balance entails the dismantling of the 

structures of inequality; it does not entail the end of differences between men and 

women, but rather the end of unequal social effects that are legitimized in terms of that 

difference.
26

  

 

Nelly Richard further expands upon the concept of “Otherness” that is produced by this 

“difference:” Difference actively questions the notion that identity can be explained in terms of 

the Self and creates the Other to destroy the realm of essences as interiorized properties.
27

  If we 

are to understand this “difference” based feminism as a central project for Mexican feminists of 

the 1970s, it becomes even more difficult to explain how the feminist art project did not gain 

support from active feminists at the time.  This problem lies in a triple disconnection: first with 

imagery, second with politics and third with a distrust of outside influences.  As we will now 

explore further through the experiences of artists working at the time, these three spheres exist as 

separate, yet ultimately interwoven, problems.   
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 The problem of imagery caused an immediate and visible barrier.  The artist Maris 

Bustamante has stated: 

Oftentimes we found that our work didn’t echo with feminists, either because they didn’t 

understand it or because they weren’t interested.  The feminists didn’t approach the 

artists.
28

 

 

Invocations of phallic and vaginal imagery, for example, were seen as controversial in their 

aggressive interaction with sexual metaphors.  Monica Mayer echoed this statement by stating:  

My impression is that there were two tendencies in feminism in the seventies in Mexico: 

one was a more conservative, middle class feminism that was interested in organizing 

“nice” art events, which included exhibitions of well known artists and weren’t interested 

in anything that seemed outrageous.  The other was a more socialist feminism which 

considered art bourgeois and they were only interested in artists if they could design their 

posters or banners.  We were left in the middle.
29

 

 

As Bustamante and Mayer explain, feminists either shied away from their work as it was seen as 

too confrontational to reach the masses, or too personal to make a direct contribution to the 

social issues valued by the movement.  This calls to attention the second layer of disconnection, 

that of feminism’s dismissal of art as a bourgeois pastime with no immediate political 

implications. 

 Feminist concerns were considered frivolous within the male-dominated artist collectives 

these artists were a part of, while at the same time, artistic concerns were held in the same 

disregard by those inside the feminist movement.  Mayer elaborates further:  

If in the Left, it was considered bourgeois to discuss feminism, within the feminist 

movement, it was considered bourgeois to discuss art.  “Serious” feminists, like “serious” 

leftists, seemed to regard the artists’ work as frivolous.
30

 

 

These artists found themselves stuck in the borderspace of two worlds with little room for 

movement.  

 The third realm of disconnection lies within the general mistrust of outsider influences, 

made more evident through the artists’ interaction with international groups.  Many of these 

women went abroad to study, and, as was the case with Monica Mayer, allowed their experiences 

to bleed out into their world in Mexico, welcoming international interaction.  This seems to have 

been a relatively frustrating endeavor, in terms of the somewhat negative reception by Mexican 

feminists. 

Mayer’s project Translations (1979), in which she brought feminist artists from the 

United States to teach workshops and exchange ideas at different sites in Mexico, was doomed to 

be misread by many Mexican feminists.  She explains: 

Something I found very surprising was that one sector of Mexican feminists was highly 

perturbed by the workshop because they wanted solid information and they felt that our 

exercises were too similar to those used in the motivational courses championed by 
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capitalism to increase worker productivity and further exploit them.  To their mind, it was 

just one more trick on the part of Yankee imperialism.
31

 

 

In an area loaded with such a tense history of geo-political relations, it is understandable that 

feminists might come to the event with a healthy amount of skepticism.  Mayer found that 

“Mexican feminists did not trust US feminists, just as the women from the Women’s Building 

did not trust men.”
32

  

 The mistrust is not at all without a basis.  Mari Carmen Ramirez explains: 

Despite the North American fascination with the exoticism of peoples south of the 

border, US policies towards them have been characterized by attempts to undermine their 

sovereignty through outright intervention, exploitation of resources, financial 

manipulation and racial discrimination.
33

  

 

The US feminists brought to Mexico by Mayer were not attempting to impose their own 

perspectives or undermine the methods of Mexican feminists.  However, the general misgivings 

regarding both the interaction of art and feminism and cross-cultural interaction between feminist 

groups contributed to this disconnection.   

Rather than allowing this complicated problematic to render them powerless, these artists 

sought alternative strategies of expression through exhibitions and conferences; however, these 

were not entirely effective due to the lack of trust and support of the feminist movement.  Even 

though these artists pushed back against exclusion from both the art world and the feminist 

movement, they were still unable to fully resist invisibility.  When speaking of the invisible 

status of Latin American artists in general, Mari Carmen Ramirez affirms: 

Latin American/Latino art, for instance, is not formally studied in art history programmes 

except as “exotica” or as a manifestation of cultural ethnicity.  The contributions of 

important artists from this culture, present on the US scene since the 1920s, have until 

recently been largely ignored by the academic and art world establishment.  With some 

notable exceptions, these artists are represented in only a handful of museum 

collections.
34

  

 

When dealing with the realm of Latina artists, this representation becomes almost nonexistent.  

With the lack of both physical representation of artworks within institutions, both within Mexico 

and internationally, and academic literature on the subject they are rendered almost entirely 

invisible.  Most artists, as in the case of Lara and Mayer, maintain their own archives.  

A problem of equal magnitude is that in the very few instances where these women are 

included, they are treated as a kind of footnote to art history.  For example, a recent exhibition at 

the Universidad Nacional Autónoma de México (UNAM) in Mexico City entitled La Era de la 

Discrepancia: Arte y Cultura Visual en Mexico, 1968–1997 (The Age of Discrepancies: Art & 

Visual Culture in México, 1968–1997) included the artists I have mentioned in its exhibition and 

accompanying massive 450+ page catalogue.  While the undertaking of the catalogue, 

accompanying exhibition and extensive archive is impressive, further investigation reveals that 

these artists are only given cursory analysis as opposed to their male contemporaries who were at 
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times given individual articles on their life and work.
35

  The feminist art movement is given little 

more than a few passing paragraphs, the most political feminist art collective of the 1980s 

created by artists Maris Bustamante and Monica Mayer, Polvo de Gallina Negra, is not 

mentioned at all, and the full weight and significance of the work created at this time is virtually 

ignored.  This is not a new problem, nor is it limited to the position of women artists in Mexico 

City; however it is a significantly urgent problem as these histories continue to disappear.   

 
MIS/NON/RE/PRESENTATION: 

Negotiating Levels of Invisibility on an International Stage 
 

There exist multiple layers to the exclusionary project of the international art world.  In 

an article entitled, “Some Thoughts on ‘Contaminations,’” Jean Fisher speaks of these “holes” in 

debates regarding artists from the “Third World:” 

The trajectory of this enquiry has been prompted by two related “holes” in the debates on 

cultural identity and “multiculturalism” as they relate to the visual arts, both of which 

lead back to the nature of art itself.  The first involves the general inability, or perhaps 

refusal, of mainstream art criticism to consider art of the non-Euroamerican artist outside 

the narrow frame of Eurocentric aesthetic theories and their hierarchical value systems.
36

 

 

The contemporary international art world seems utterly incapable of even acknowledging these 

moments, and when they are dealt with, they are not given a full or fair representation that takes 

into account their particular autonomous position.   

Mari Carmen Ramirez attributes the reasons for international invisibility of Latin 

American artists to both the lack of interest in a formal study of Latin American artists 

worldwide, and the propagation of a stereotypical misrepresentation of Latin American art within 

internationally recognized exhibitions.  She explains: 

Together with the relatively small quantity of art historical material available in English 

and the comparatively poor network of visual-arts information originating in the 

countries themselves, has helped to entrench an easily stereotyped and marketable image 

of Latin American/Latino art.
37

  

 

The information networks available within these countries are less extensive than those for artists 

within Euro-American culture.  This contributes to a worldwide knowledge deficit regarding 

artists from these countries, and a reliance on art institutions and their curators to provide access 

to this work; yet, only a few notable contributors, such as Frida Kahlo and Diego Rivera, are well 

represented in scholarship and major exhibitions.  Furthermore, through that study they are 

removed from their context to fit within Euro-American art history, what Ramirez calls the 

“ethnological lens that resulted from colonialism.”
38

  The heart of this issue lies with who is 

curating exhibitions, and what identity these curators articulate for these groups.  

In relationship to this problem, a familiar face reveals herself: Frida Kahlo’s Self Portrait 

as a Tehuana (Diego on my Mind) from 1943.  Used for the cover of MAM’s 1975 exhibition in 
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Mexico City, this image would also be utilized by the Dallas Museum of Art in 1988 for their 

exhibition Images of Mexico: The Contribution of Mexico to Twentieth Century Art, the largest 

exhibition to date on the subject.
39

  Ramirez’s analysis of this exhibition comes to the conclusion 

that it was: 

Conceived of in terms of a primal, ahistorical and instinctual essence that was presumed 

to convey the peculiarities of the Latin American character by allowing itself to be 

expressed through art.
40

  

 

Kahlo’s image dons the cover of the exhibition catalogue, but in a different context to her 

positioning within Mexico City for MAM’s exhibition of “women’s art.”  In this retrospective 

survey exhibition, intended for a predominantly white audience within the US, her image 

invokes a sense of the mysterious and foreign Mexican.  As most visitors would know nothing of 

the Tehuana culture that Kahlo was invoking, her costume appears strange, her use of natural 

imagery, flowers and roots, connect her to the “primitive,” an exotic feeling of Mexican 

“Otherness.”   

While Kahlo remains a well-known name and face on the international art stage, the use 

of this one image in this particular context reflects the difficulty with Euro-American curators’ 

tendency of, according to Ramirez, “revising and tearing apart artistic codes in order to 

reconstruct them from their own critical perspectives.”
41

  Kahlo does not speak from this 

position, but is spoken for, marked by her difference and thus rendered invisible even in her 

extreme visibility. 

When highlighted solely for its difference in opposition to Euro-American art trends, 

works from these cultures are utterly disempowered.  Ramirez goes on to explain: 

Confronted by the more developed institutions and cultural structures of the West, the 

“difference” that marks the Latin American/Latino groups is cited as having no potential 

or capacity for formal or aesthetic innovation, remaining tied to an inherited system of 

artistic conventions.
42

  

 

The curators of these exhibitions firmly plant themselves in the center of the artistic universe.  

Coming from this unflinching position of authority, these Latin American artists cannot help but 

be uprooted from their own cultural centrality and repositioned within the boundaries of the 

exhibition.  Nelly Richard explains this theory of “center and periphery” as: 

The periphery of this network can only relate to the discourse of the centre through a 

series of communicational standardizations that cut and paste the available information in 

the way that all international models are prepared for consumption and reproduction.  

This splicing of information causes a discontinuity in the cultural fabric by removing 

references from their original discourse and from the specific play of meanings that 

originally gave them meaning.
43
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In the reconstruction of an image or meaning “knowledge becomes fetishized, decorative and 

substitute.”
44

  As the object is fetishized, so is the artist exoticized. 

This tendency of exoticism and misrepresentation is especially relevant when considering 

feminist art practices from international groups, such as the artists discussed here.  These women 

have either been entirely excluded, as is the case of recent major retrospective feminist 

exhibitions (2007’s Kiss Kiss Bang Bang in Spain and Global Feminisms in the United States; 

2008’s Kunstfeminism in Sweden; 2009’s Elles@Pompidou in France) or treated tokenistically 

where they are included, such as UNAM’s The Age of Discrepancies.  Feminism in general and, 

in the case of the feminist retrospective, feminism in these “Third World” cultures, has been 

devalued to the realm of an insignificant aside. 

 
RESISTING THE FEMINIST FOOTNOTE: 

Alternative Curatorial Strategies 
 

At this time, we seem to be living in a paradoxical world that both could not exist without 

the achievements of feminism; yet, negates the importance of feminism in life today.  When 

asked about the status of feminism today, with regards to its role in education, Monica Mayer 

says: 

Feminism is not as prestigious as it was and it is now quite common to find people who 

say they are for women’s equality and who work for this aim but who absolutely reject 

the feminist label because they think it is a form of inverted chauvinism and that 

feminists are man haters.  The diversity and wealth of feminist thought has permeated 

through anonymity and the stereotypical feminist has become deep-rooted.  This also 

leads many young women artists to believe that feminism’s battles have been won and 

the issue is no longer relevant.  If only that were the case!
45

   

 

We need to escape the mentality that feminism was and foster an atmosphere of feminism IS.  I 

am not suggesting that we learn of these movements only to file them away in our memory banks 

to collect further mental dust.  These movements should be recognized for their innovation, and 

also the threads that weave outwards into the fabric of the contemporary art world. 

Rozsika Parker and Griselda Pollock stress the importance and complications of feminist 

work with regards to the study of art: 

Feminist work denaturalizes our common sense understandings of art and gender to 

reveal the mechanisms by which they are produced… Working through and against them 

is a difficult process for the producers and disturbing for the spectators.  The central 

question is about looking… For feminists the question is how is it possible to make texts 

through which women’s point of view can be articulated.  How can she be positioned as 

the subject not the object of both vision and discourse.
46

  

 

In conclusion, as Deborah Cherry says in her article “Feminist Interventions: Feminist 

Imperatives,” “our project is not to add to art history but to change it.”
47
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As Ramirez argues, we need to look to new strategies for exhibitions in order to 

implement this kind of change: 

In order to understand the overall implications of the project we must approach it from 

the perspective of the artists themselves and their traditions.
48

 

 

This kind of policy is rooted within feminist curatorial strategies.  Catherine de Zegher states in 

the introduction to her landmark feminist exhibition Inside the Visible from 1996: 

The curatorial procedure may be likened to an excavation of material traces and 

fragmentary histories, which would be recombined into new stratigraphies or 

configurations to produce new meanings and insights of reality.
49

 

 

Instead of removing artists and works from their context, feminist practices teach us to work with 

images, texts and art-makers in order to negotiate accurate, albeit more problematic and 

complicated, structures of representation.  Ramirez goes on to speak of the benefits of these 

types of curatorial practices, especially in relationship to the Latin American artistic community: 

The new framework would allow for the adequate analysis of the works of art within the 

structural web of meanings in which they are inscribed in the community for which they 

were generated.  Such an approach, in turn, involves expanding the expertise of museums 

by the incorporation of professionals versed in the Latin American/Latino heritage, 

experimenting with innovative exhibition formats and installations that will allow for the 

presentation of the points of view of those being represented, and ultimately revising the 

role and function of curators to turn them into mediators of cultural exchange.
50

 

 

It is only through these new strategies that feminist practice offers that we can combat the 

problem of invisibility, marginalization and misrepresentation. 

When these strategies are employed, art and its display can be utilized in a more 

productive and positive capacity in order to foster new and different ways of seeing.  We can 

envision an exhibition that works thematically rather than retrospectively to include the 

perspective of a vast number of women artists working in Mexico in the mid-twentieth century.  

Instead of following a format of progression that reflects patriarchy, the works would be 

positioned around the thematic of self-portraiture, as one example.  In this context we could 

visualize a room that held both Kahlo’s Self-Portrait as a Tehuana (Diego on my Mind) and 

Mayer’s Ilusiones (Figs. 10 & 11). 

The juxtaposition of these two images is anchored by their linking visual qualities: 

Mayer’s small portrait peeks out from the bottom of her installation, a large phallus occupying a 

portion of the space above her head, while Kahlo’s portrait contains the masculine invocation of 

Rivera’s portrait at her own third eye.  Rather than offering the works to the viewer as a 

representation of progression, 1940s to 1970s, the images are allowed to retain their own 

separate place, but still given the platform to interact with each other within the space.  Instead of 

removing the works from their own context, the viewer is able to contemplate – without rigidly 

defined cues from the curator – how these artists were representing themes of masculinity and 

femininity within their understandings of both artistic practice and identity construction as 
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women and as artists.  Beyond the formal connections and divergences that the juxtaposition 

produces, the viewer would inevitably take into account each artist’s different position within 

Mexican society – both artists in Mexico City, but at different times of change, post-

revolutionary and post-1968, dealing with different pressures and codes of masculinity, 

femininity, feminism and definitions of artistic practice. 

 In this capacity, an exhibition can be “woman-centered,” but not seek to separate women 

from the art world at large.  Such exhibitions can include only female artists without holding sex 

as the basis for inclusion, which leads to the conclusion that women artists can be linked solely 

through their status as female and not through any engaging visual practice.  In addition, feminist 

curatorial strategies include methods that can play a role in positive representation of groups, 

such as Latin American artists in general, that fall victim to these same “inclusion”-based 

exhibition practices.   

 
CONCLUSIONS 

 
Admittedly, this is a discussion of just one unknown movement amongst many; however, 

it is vital that we deepen and expand our knowledge of specific international cultural histories in 

order to combat the growing epidemic of historical erasure.  Nearly all academic emphasis 

regarding the development of second wave movements is placed on the study of the United 

States and Europe; we need to be adding parallel histories to the global map of feminism as they 

are crucial to our understanding of the vast magnitude and power of this movement and the 

various feminisms outside of the commonly known Euro-American examples. 

Monica Mayer’s innovative gallery space, Pinto mi Raya, serves as an example of one 

such site of feminist strategy in action.  The gallery exists as a multifunctional artist’s space, 

offering alternative exhibitions, educational programs centered on both feminist art practices and 

performance art, spaces for collective art practice and an extensive art documentation archive, 

working to collect articles, academic material, artworks and oral histories related to the 

contemporary arts movement in Mexico.  The spirit of the gallery, according to Mayer, hinges 

upon the metaphor of “when you toss a coin, and, against all odds, it lands on its edge, its third 

face.”
51

   

Feminism, feminist practices, and those who stand to benefit from them, live under the 

constant threat and consequences of invisibility; however, they do occupy a space in this world.  

Those who employ feminist strategies and undertake feminist “work” balance themselves 

precariously on this edge between the visible and invisible, exploring its possibilities and 

opening spaces for new dialogues to emerge.  This borderspace, this “third face,” needs to be 

exposed and explored in order to promote necessary changes to exhibition practices, enrich 

collective art historical knowledge, and resist the burying of these hidden histories throughout 

the world. 
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APPENDIX A – INTERVIEW WITH MAGALI LARA 

JULY 13
TH

, 2010 

 

Cuestionario 

 

1975 Año Internacional de la Mujer 

 

1. ¿Cómo fue significativo el 1975 Año Internacional de la Mujer para ti como mujer y 

como  artista? 

 

En 1975 estaba en la preparatoria y aunque escuché sobre el Año Internacional no tengo un 

recuerdo claro al respecto. Sí tenía claro que ser mujer implicaba  tener ciertas desventajas  en 

la educación y en la posibilidad de elegir carrera pero todavía en esa época lo refería más a un 

asunto familiar que social. 

 

2. ¿Asistió a alguna de las exposiciones que se “centrada en la mujer" en el Museo de 

Arte Moderno, el Palacio de Bellas Artes o el Polyforum Siqueiros de ese año? En 

caso afirmativo, ¿cuáles fueron tus impresiones generales de ellos como una mujer y 

artista? 

 

Creo que no, aunque sí tenía interés por las artistas mujeres . Pero estaba más ocupada en 

terminar la prepa, había tenido un año totalmente a la deriva y casi dejo los estudios así que ese 

año me dediqué de lleno a cumplir con el curriculum escolar . 

 

3. ¿Cómo fueron las actividades en torno Año Internacional de la Mujer en Ciudad de 

México recibido por el público? Por las mujeres? Por los artistas? 

 

Para mí el imapacto fue posterior. Entré a la ENAP en 1976 y me dí cuenta que las mujeres eran 

tratadas con cierto desdén. Yo era bastante agresiva  en ese entonces y pude lograr un trato 

distinto,venía de las escuelas activas de México. Además conocí a Mónica Mayer y me reecontré 

con Jesusa Rodríguez, amigas que tuvieron una  enorme influencia en mi interés por el 

feminismo y que me ayudaron a definir mi trabajo personal. Yo sabía del feminismo porque se 

organizaban secciones sobre el aborto o la violación dentro de los Festivales de Oposición pero 

dentro de la agenda de la izquierda de esos años. Mi mayor influencia en ese entonces eran las 

escritoras de habla inglesa Virginia Woolf, Sylvia Plath o Carson McCullers. 

 

Su Práctica Artística Personal y Exposiciones 

 

1. ¿Cómo se mantenía  a sí misma y  producía en los años 70? 

 

Vengo de una familia de clase media y vivía con mis padres. Trabajé desde los diecisiete años 

dando clases de inglés o pintura, o en pequeños trabajos ocasionales. Yo pagué mi preparatoria 

y la Universidad porque  quería una educación  diferente a la católica, que era la opción más 

común para las mujeres. Aunque mis padres  me daban mucha libertad, sobre todo en lo 

referente al estudio, teníamos serios problemas porque no me gustaba la vida futura que ellos 

querían para mí: casarme, tener  hijos, ser una señora bien. Uno de mis hermanos tenía un 
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estudio en la azotea de la casa y me lo dejó cuando se fue a vivir solo, así que dentro de la casa 

tenía cierta privacidad. Luego conseguí un estudio fuera, lo pagaba con obra, lo que me dió una 

vida privada inusual en esa época y a esa edad.  

 

Parte de la mística de los setenta era trabajar con lo que había alrededor y yo basicamente 

dibujaba. No era caro producir. 

 

2. ¿Cómo se financian los proyectos y exposiciones en los años finales de los 70? 

 

Casi siempre los autofinanciábamos, era una época más generosa y podías trabajar con muy 

poco dinero, la gente ayudaba, los amigos  ayudaban.  

 

3. ¿Cuál fue su proyecto(s) de arte o obra(s) más satisfactoria en los años finales de la 

década de 1970? 

 

Los setenta fueron una entrada a un mundo propio. Me parece que la serie de las Tijeras fue 

muy importante porque es con lo que empiezo .La serie de Ventanas que hice para el Museo de 

Arte Moderno, dentro del Salón 77también la considero clave ya que mezclaba fotos, dibujos y 

textos desde el mundo privado. 

 

4.  Durante su tiempo con Grupo Março, ¿aceptaron los otros miembros una perspectiva 

feminista en los proyectos de arte colectivo?  ¿Cómo afectó esto su práctica artística 

individual? 

 

No, con Março las preocupaciones giraban alrededor de la ciudad y del texto. Aunque mi 

trabajo apuntaba más hacia lo poético, en el grupo se trabajaba de manera colectiva y se 

borraban las diferencias, que las hay. Con Março entendí bastante sobre el arte público y 

trabajar en espacios alternativos pero creo que mi trabajo con mis amigas fue más importante 

como artista y gestora. Al mismo tiempo que trabajé con Março organicé muchísimas cosas con 

mujeres .También con hombres. Lo que era importante fue  que, como artista, pudieras proponer 

exposiciones y curadurías que incluyeran discursos distintos: libros de artista, poesía visual, 

arte feminista,etc. 

 

4. Mónica Mayer ha mencionado en un artículo que , tanto su trabajo como el tuyo, 

fueron objeto de vandalismo en la Escuela Nacional de Arte (San Carlos). ¿Te 

acuerdas de que obras que fueron? ¿Puedes hablar un poco acerca de este momento, - 

¿cómo te afectó esto? 

 

Pasó con mi primera exposición individual Tijeras, que consistía en diez dibujo con pequeñas 

frases y un libro de artista. Fue curioso porque era la exposición más pequeña y sobria de las 

tres galerías de la Escuela: los dibujos eran con lápiz o tinta china negra y manchas rojas. Pero 

contaban historias de seducción y deseo, visto desde un punto de vista femenino. En las otras 

dos salas había pintura. Arrancaron el letrero con mi nombre de la entrada y escribieron PUTA 

y cosas así. Fue desconcertante ver tanta furia contra esos dibujos. Muchos compañeros me 

criticaron severamente por haber incluido frases o porque no era bonitos, ni femeninos. Con 

Mónica pasó algo parecido, su pieza en la Casa del Lago, tenía dos fotos de genitales de mujer y 
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hombre cubiertos pudorosamente con una cortina de baño. El tipo de obra que presentamos está 

muy lejos de escandalizar a alguien actualmente pero, de alguna manera, hicieron evidente que 

lo que uno sentía, casi como paranoia, era real y contundente. 

 

5. ¿Cómo concibe usted de su serie de “Boca” de 1979? 

 

Yo siempre llevaba cuadernos en los que trabajaba. En un viaje a Nueva York encontré esas 

etiquetas que son para sellar los sobres. Yo tenía ya un tema con la boca, como sitio que dice y 

como una especie de vagina que sí se ve. Ésto luego lo trabajé con Carmen Boullosa y sus 

poemas de Lealtad. Lo dicho, lo que no puede decirse y el lenguaje implícito en el cuerpo 

siempre me ha interesado muchísimo 

 

El Feminismo en México 

 

1. He leído que usted no llama a sí mismo "una Feminista" durante la década de 1970 y 

80, ¿puede explicar las razones por qué? ¿Tiene usted la misma posición hoy? 

(Quiero decir que no veo un problema con el no te llama una feminista, sólo estoy 

interesado en la comprensión de su posición) 

 

No me llamaba feminista porque venía de la militancia de  izquierda y estaba más harta que 

nunca de tener que ser una especie de vigilante de mi propia ideología . Ser parte de los grupos 

también funcionó como militancia y yo lo que quería es estar y trabajar de diferentes maneras. 

Sin embargo es cierto que la parte medular de mi formación fue a través del discurso feminista, 

pero no me veía haciendo cosas agendadas exclusivamente a ese discurso. Había por supuesto, 

una desventaja social en llamarse así pero lo que me costaba más trabajo era tener que hacer 

obra didáctica, sencillamente nunca he podido. 

 

2. ¿Cree que fue un estigma que acompaña a la etiqueta de "arte feminista" y 

exposiciones de "artistas feministas" o las mujeres artistas? ¿Cómo te sientes al 

respecto? 

 

Ahora me digo feminista como me digo pintora. Sí es importante ver las diferencias y ser 

feminista es ser capaz de reconocer la historia de las diferencias sociales y políticas de las 

mujeres, la importancia de las primeras artistas en incluir todo un discurso alrededor del 

cuerpo y su significación social y psicológica, que nos ha ayudado a entender un montón de 

cosas sobre nosotros mismos. Me digo pintota por razones parecidas: también la quietud, la 

belleza y el silencio son revolucionarias. 

 

En esos años el problema fue que el término de feminista o femenino empezó a cobijar trabajos 

muy melosos, sobre todo en las escritoras, que además tuvieron mucho éxito. 

 

Era una especie de salida fácil. No es el caso de Mónica Mayer y Maris Bustamante.  

Mónica y yo discutimos alguna vez sobre si había que excluirse o incluirse como artistas 

mujeres. Seguimos teniendo opiniones distintas pero valoro enormemente su trabajo y lo que ha 

dado a las generaciones siguientes, tanto en información como en actitud. Ahora como maestra 
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entiendo mejor lo que Mónica proponía hace años, es verdad que las jóvenes repiten la historia 

si no la saben. Es muy importante la coninuidad. 

 

3. ¿Sabe si la mayoría de sus colegas artistas se consideraban feministas en la década de 

1970? Si no, ¿Por qué crees que fue? 

 

En 1980, a través del Foro de Arte Contemporáneo, nos propusieron a Emma Cecilia García, 

Gilda Castillo y a mí  hacer una exposición de intercambio con artistas feministas alemanas. 

Hicimos una lista de 35 mujeres de cuatro generaciones, desde Lola Álvarez Bravo hasta la  

nuestra. Nadie se decía feminista excepto Mónica y Maris. Nos costaba mucho trabajo decirles 

que era importante que participaran porque no conocíamos bien el trabajo de nosotras mismas. 

Por ejemplo: Lola Álvarez Bravo vivía en un pequeñísmo departamento en el centro y guardaba 

sus fotos abajo de su cama, nadie la invitaba a exponer. Nos miró con recelo pero nos presto las 

fotos. Años después, junto a Olivier Debrosie, volvió a ser reconocida. Pero como ella también 

estaba Olga Costa, que se le conocía por un solo cuadro, nadie se había tomado la molestia de 

hacer una muestra de su obra siendo parte de la Escuela Mexicana. Muy pocas tenían 

reconocimiento. Helen Escobedo y Marta Palau eran las excepciones y fueron muy generosas de 

entrarle y avalar al resto. Incluimos a fotógrafas, que en ese tiempo era una novedad incluirlas 

como artistas. La experiencia fue muy rica y preocupante: si no lo hacemos nosotras no lo hace 

nadie. 

 

 Le pusimos a la exposición Creación Femenina por consejo de Helen Escobedo  Si le 

hubiéramos puesto la palabra feminista, la mayoría no hubieran aceptado. Conocer a las 

alemanas y al Berlín de entonces me cambió muchísmo: desde Beuys y la ecología, las librerías 

que no permitían la entrada a los hombres, el muro omnipresente, las historias cercanas de una 

Alemania dividida, los turcos, etc. Entendí que en México seguíamos siendo muy doctrinarios. El 

mundo no era izquierda/ derecha 

 

4. ¿Qué efecto tuvo su participación en la serie de conferencias 1979 y la conferencia de 

fin de semana "Traducciones: Un Diálogo Internacional de Mujeres Artistas" en usted 

como artista? 

 

Fue parte de la educación que  Mónica me dió. La manera de trabajar, más comunitaria que la 

piramidal que se acostumbra en México fue muy importante para mí. Y entender otro tipo de 

trabajo, el más militante, con su participación activa en los problemas cotidianos fue muy 

interesante.  

 

Archivo / Documentación 

 

1. ¿Cómo ha sido su trabajo de archivo / documentado en los últimos años? ¿Su trabajo 

ha sido archivado por alguien más que tú mismo? ¿Qué sistema de archivo tiene? 

¿Existe un Archivo Magali Lara? 

 

No, no existe un archivo Magali Lara. Tengo mis archivos de trabajo y ahora una página web. 

Creo que hay archivos sobre mí en la biblioteca de Casa Lamm , en la Galería de Arte 

Mexicano, Banamex y Galería Nina Menocal pero no te puedo decir qué tal son. 
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2. He encontrado algo de su arte/objeto libros de la década de 1980 en el Franklin 

Furnace Archive colección en el Museo de Arte Moderno de Nueva York. ¿Sabes si 

MOMA tuvo conocimiento de sus obras? 

 

Le escribía a Clive Phillpot cuando estaba en el MOMA, teníamos cierto contacto, al igual que 

con Marha Wilson. Sé que conocían mi trabajo. El MOMA me compró un grabado hace años, y 

a Clive lo ví en México hace unos años. Finalmente lo conocí en persona 

 

3. ¿En qué colecciones hay obras suyas? 

 

En México:  

Museo de Arte Carrillo Gil,  

Colección de la UNAM 

Fundación Televisa 

Fundación Migguel Alemán 

Seguros América 

Colección Banamex 

Colección Jacques y Natasha Gelman 

Museo de la Secretaría de Hacienda y Crédito Público 

IAGO,Oaxaca 

MUseo de Arte Contemporáneo de Oaxaca 

En otros países: 

MOMA,EU 

Museum Of Latin American Art, Long Beach California, EU 

Y en Europa: 

Stedelijk Museum voor Actuele Kunst.Gent S.M.A.K, Gante, Bélgica. 

 

 

 

APPENDIX B – INTERVIEW WITH MONICA MAYER 

JULY 24
TH

, 2010 

 

1975 International Woman’s Year 

 

1. How  was 1975’s International Woman’s Year significant was to you as a woman? As an 

artist? 

 

In general terms, it made everything I was interested in socially visible. It was exciting. It 

legitimized my concerns and ideas.  I only got as far as standing outside the place where the 

meetings were taking place and seeing some of the speakers walking in.  I was a groupie. At the 

time I still an art student and wasn’t even in touch with feminist groups, most of whom were 

actually opposed to this event and even formed the Frente de Mujeres contra el Año 

Internacional de la Mujer.  
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In terms of art, Artes Visuales, the Museum of Modern Art’s magazine published an interview 

with Judy Chicago which I read and found so inspiring that I went to the museum to get 

information in order to get in touch with the Woman’s Building.   

 

2. Did you attend any of the “woman–centered” exhibitions at the Museo de Arte Moderno, 

Palacio de Bellas Artes or Polyforum de Siquieros that year?  If so, what were your 

general impressions of them as a woman, and an artist?   

 

The only one I remember is the one at the Museum of Modern Art and thinking it was odd that 

most of the participants were men painting women.  

 

3. How were the activities surrounding International Woman’s Year in Mexico City 

received by the public?  By women? By artists? 

 

I really have no idea.  I was 21 at the time, still at art school and I have never done any research 

on that.   I could get you in touch with people who participated more closely.  

 

Your Personal Art Practice & Exhibitions 

 

1. How did you support yourself and your art practice in the late 70s?  

 

I lived at home with my parents until I went to the Woman’s Building in LA in 1978.  I was 

studying at art school and teaching at two schools, a kinder garden and at a secondary school.  I 

went to LA with Victor Lerma, who is still both my husband and partner.  Se had some savings 

and he was able to work because he had lived there for many years before entering the art 

school where we met. He paid for our bills and my parents paid for the tuition and whenever I 

could I gave private Spanish classes.  

 

2. How did you fund projects/exhibitions? 

 

I paid for them myself.  There were no grants in Mexico at the time and museums didn’t produce 

pieces as they often do today (at least partially). Sometimes Victor would even make the frames.  

I was lucky that when I had a one woman show at the Carrillo Gil Museum in 1987 (Novela 

Rosa o me agarró el arquetipo) they still paid for a small catalogue.  Now they often don’t and 

the artist has to find funds for this.   

 

3. How did you come up with the idea for the exhibitions Collage Íntimo and Lo Normal?  

How did you find the locations for them? 

 

Collage íntimo was presented at the Casa del Lago, which belongs to the UNAM, the National 

University to which my art school also belonged to.  I seem to remember that at a certain time in 

the year one would apply for an exhibition and a jury or board would decide what to accept.  A 

group of six of us, 3 men and 3 women proposed an exhibition as the ANA (artistas neuróticos 

anónimos) group, but they only accepted the work of the women and since one of the things our 

work had in common was our feminist vision, we decided to stress this as the main point of the 

exhibition.  
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Lo Normal took place at a culture house in a working class area of the city. I don’t really 

remember how we got there, but we probably came up with the idea and approached them, 

possibly because one of us knew someone there.  According to Magali, Gilda Castillo, she and I 

organized the exhibition and it was based on the following poem by Cuban poet Roberto 

Fernández Retamar 

 

Felices Los Normales 
A Antonia Eiriz 

Felices los normales, esos seres extraños. 

Los que no tuvieron una madre loca, un padre borracho, un hijo delincuente, 

Una casa en ninguna parte, una enfermedad desconocida, 

Los que no han sido calcinados por un amor devorante, 

Los que vivieron los diecisiete rostros de la sonrisa y un poco más, 

Los llenos de zapatos, los arcángeles con sombreros, 

Los satisfechos, los gordos, los lindos, 

Los rintintín y sus secuaces, los que cómo no, por aquí, 

Los que ganan, los que son queridos hasta la empuñadura, 

Los flautistas acompañados por ratones, 

Los vendedores y sus compradores, 

Los caballeros ligeramente sobrehumanos, 

Los hombres vestidos de truenos y las mujeres de relámpagos, 

Los delicados, los sensatos, los finos, 

Los amables, los dulces, los comestibles y los bebestibles. 

Felices las aves, el estiércol, las piedras. 

Pero que den paso a los que hacen los mundos y los sueños, 

Las ilusiones, las sinfonías, las palabras que nos desbaratan 

Y nos construyen, los más locos que sus madres, los más borrachos 

Que sus padres y más delincuentes que sus hijos 

Y más devorados por amores calcinantes. 

Que les dejen su sitio en el infierno, y basta.  

However, since all the participants in the exhibition were women and we were all feminist, 

whether militant or not, this reflected in the work.  

 

4. Did you have any part in planning the Exposition Colectiva de Arte Feminista at Galeria 

Contraste in 1978?  Was there any interaction between the artists in the show and the 

curators at the gallery?  Do you know how the gallery became interested in this kind of 

feminist exhibition? 

 

Galería Contraste was in a bookstore that probably belonged to a feminist.  It was all very 

informal.  We simply invited all feminists who wanted to participate in the exhibition to bring 

their work. There was no such a thing as a curator at the time.   

 

Feminism in Mexico 
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1. What did it mean to you to call yourself a feminist in Mexico the late 1970s?  Did you 

have the means to call yourself a feminist artist at that time, or was that something you 

discovered later in your career?  

 

Personally it seemed pretty normal, particularly since I come from a house where fighting for 

women’s rights was normal.  My grandmother’s cousin, Amalia Castillo Ledón was Mexico’s 

first woman ambassador, first woman undersecretary and a strong suffragette.  She actually 

approached Adolfo Ruiz Cortines, who was the president who granted women the vote in 1953 

when he was still a candidate and got the half a million signatures he requested she obtain in 

order to grant it.  

 

On the other hand, at art school many of us were reading about feminism at the time. From 

Simone de Beauvoir to or Betty Freidan to Domitila or Benita Galeana.  We talked about these 

things and I was very aware of sexism. I don’t remember if I called myself a feminist artist at the 

time, but I know we were doing feminist art. This is why when I read there was a feminist art 

school in LA, I knew I had to go there. It echoed what we were seeing and feeling. I probably 

started calling myself a feminist artist after I went to my first workshop at the woman’s building 

in 1976 and I came back with more tools. At least that was the first time I gave a public lecture 

on feminist art.  

 

Naturally, all this did not go unnoticed at the art school and we used to have our lockers 

vandalized with signs accusing us of being lesbians and man haters or our art works hung upside 

down or damaged during exhibitions.  

 

 

2. You have stated that there wasn’t support from the feminist community in Mexico for 

feminist artists.  Can you give an example of this?  Why do you think that was? 

 

My impression is that there were two tendencies in feminism in the seventies in Mexico: one was 

a more conservative, middle class feminism that was interested in organizing “nice” art events, 

which included exhibitions of well known artists and weren’t interested in anything that seemed 

outrageous.  The other was a more socialist feminism which considered art bourgeois and they 

were only interested in artists if they could design their posters or banners.  We were left in the 

middle. 

 

The few feminists who were art critics, such as Alaide Foppa, thought art was universal and 

what we were doing was, at the most, a political action.  Performance art was probably not even 

in her vocabulary.  We did, however, get reviews and comments from critics such as Raquel 

Tibol and Armando Torres Michúa, and I even got a couple of awards with feminist art in young 

artist’s art competitions.  Actually, the $5,000.00 US I got from one of them partly financed my 

stay in LA.  

 

In the eighties, when feminism started becoming institutionalized in universities, the different 

programs were interested in literature, but not in visual arts, possibly because these programs 

were organized by writers.   
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On the other hand, when I came back from LA I hardly had time to raise a family, work for 

money and try to continue doing my art work to participate in the feminist movement.  Although 

we always sent the feminists information about what we were doing and invited them to our 

exhibitions, they never came.  

 

3. Did most of your artistic colleagues consider themselves feminists in the late 1970s?  If 

not, why do you think that was? 

 

Many of the women artists did.  Some obviously didn’t, probably because they thought then, as 

today, that being a feminist was the opposite of being “macho” or it meant hating men.  

 

Experiences at the Woman’s Building in LA 

 

1. What did it mean to you to attend, and later teach at, the Woman’s Building in LA?  

What did your experience there give you overall?  What effect did it have on your art 

practice? 

 

It was a wonderful experience in every respect.  For the first time I was doing what I really 

wanted, surrounded by terrific teachers and artists, in a unique situation where we were working 

not only with other professionals in the arts (art history, designers, etc.), but with activists and 

large women’s groups.  I learned about lots of things, including myself, sexism, art, working 

collaboratively, criticism, women’s art, assertiveness, the relationship of art and society, 

political art, etc.   

 

In terms of my art work it was very important because although I had done work such as the 

clothesline piece that brought together art and activism, working with Suzanne Lacy made me 

conceive of art as social intervention in a way  I had not though of before.  The reason why today 

I can justify a project such as Pinto mi Raya and particularly its archive as art is because of the 

way I learnt to see art with her.   

 

2. How were you received there by other artists/feminists? 

 

In general very well, but I think that either because of my own issues or theirs, I was always a 

foreigner and as such could only go so deep.  

 

3. Did you see a relationship between the Mexican Feminist Art Movement and the US 

Feminist Art Movement at that time?  How much of an effect do you feel feminist 

movements outside of Mexico had on the movement inside Mexico and vice versa?  Was 

there any interaction? 

 

Yes, we were basically striving in the same directions. USFAM (particularly the work of 

Ariadne; A Social Art Network) seemed very natural to me in terms of activism and art because I 

was coming from the Generación de los Grupos, the generation that worked on collective, 

political art in Mexico, and started doing performances, installations, process art, etc.  

Obviously the feminist art movement was stronger and larger than what we had in Mexico, but, 
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in terms of thinking about political art, a lot had been done here and in the rest of Latin America 

in much harder conditions.  

 

It is hard to say what effect the feminist movements outside of Mexico had on the movement 

because there was a strong relationship and connection with what was going on in different 

countries (particularly Latin American countries), and not just the US and Europe. I think the 

feminist movement in general is the result of social conditions felt in many countries, and  each 

one responds according to its particular situation.  Women’s movements all over the world 

probably had an effect on each other (I have seen photographs of demonstrations of women in 

Mexico fighting for other women in different continents).     

 

4. Do you feel there was any tension from feminists in Mexico about your involvement with 

US Feminists? 

 

Even I felt a certain amount of tension going to the most imperialistic of imperial countries.  It 

was the seventies and everyone in culture in Mexico was a leftist. However, it’s part of the 

constant contradiction we live as their closest neighbour.  I doubt any of the feminist cared one 

bit about my involvement with US Feminists or anything else I did.  

 

The only problem we had was when I came to Mexico with the group of feminist artists from the 

US in the Translations: An International Dialogue of Women Artists project and some of the 

ones who participated thought our methods were similar to those used by large corporations to 

brainwash their workers.   

 

 

 

Archiving/Documenting 

 

1. How has your work been archived/documented over the years? Has your work been 

archived by anyone other than yourself?  What system of archiving do you have?  Is there 

a Monica Mayer archive? 

 

Different performance works, particularly performance/lectures have been documented by 

different institutions and I am sure you can find some documentation in different artist’s 

archives, but basically I have documented my work.   

 

The Pinto mi Raya archive, which is part of the Pinto mi Raya project 

(www.pintomiraya.com.mx) that Victor Lerma and I founded, includes my personal archive 

which has documents and works since the seventies.  It includes what I have written and my 

personal correspondence and documents, but also documents and works of other colleagues. As 

of 1991, we have been collecting catalogues and invitations, as well as all the criticism written in 

major Mexican newspapers.  The newspaper clipping archive includes more than 30,000 

articles, including the ones I wrote for El Universal over the 20 years I was a columnist.  

 

 

2. What collections own works of yours?  

http://www.pintomiraya.com.mx/
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The Museum of Modern Art in Mexico City and the Instituto de Artes Gráficas de Oaxaca in 

Oaxaca City have a portfolio of works Pinto mi Raya edited called Mímesis which includes 25 

artists, including myself. It should also be part of the MIDE museum in Cuenca, Spain.  The 

Museo Nacional de la Estampa has another piece from another digital project called 

Electrografía Monumental Sobre Papel de Algodón, and it should also be at the Culture House 

in Mexicali, Baja California.  In all of these cases the projects were sponsored by government 

grants so we donated the work to the museums.  

 

Specific Publication Questions 

 

1. How did your relationship with n.paradoxa start?  Did you submit your article to them, or 

were you approached by Katy Deepwell (or someone else at the journal)? 

 

I really don’t remember.  I think I met Katy or I saw the magazine at a CAA congress in the 

nineties and I probably approached her for the first article because I had originally been asked 

to write it for a book that was going to be published in Mexico and never was. The second time 

she approached me, and the most recent one I saw they were doing a number on feminist art 

education and I wrote her.   

 

2. A copy of your book, ‘Translations: An International Dialogue of Women Artists’, is in 

the Library of the Museum of Modern Art in New York’s collection.  It is kept in the 

packaging you used to send to a contact of yours in New York in 1980.  Do you know 

how the book ended up at MOMA?  Did you send this book to other contacts in the US?  

Is it also available in any museum libraries in Mexico? 

 

I had no idea they had it at the MOMA and no idea whom I send it to. Do you  know whom it was 

addressed to?  I probably sent a few, but since it is a photocopied publication, there weren’t all 

that many.  It also could have been sent by one of the other women in the project. No idea.  It is 

not available in any museum library in Mexico, but I do have copies in the Pinto mi Raya 

archive. 
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APPENDIX C – MAGALI LARA, TIJERAS (1975) 
TEXT TO ACCOMPANY EXHIBITION, SENT FROM MAGALI LARA: AUGUST 20

TH
, 

2010 
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