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Abstract 

This thesis identifies the ways in which an officially sanctioned visual lexicon in Mexico 

was utilized in the Centro Escolar Revolución – a primary school constructed in 1936 in Mexico 

City as part of a new educational ideology rooted in socialism – throughout the 1930’s-1950’s. In 

the following chapters, I attempt to illuminate the impact these works may have had on the 

children within the Centro Escolar. Children became targets of artistic educational campaigns in 

post-revolutionary Mexico, as conceptions about childhood began to shift and more value was 

placed on primary education. The way this education had been enacted, however, has primarily 

been examined through the ways the state and government disseminated it rather than those 

directly impacted – namely, children. The Centro Escolar contains eleven murals and a small 

photographic archive that contains multiple scrapbooks. The murals, completed by the artistic 

cohort known as the Liga de Escritores y Artistas Revoluciónarios, have received limited 

scholarship, and the scrapbooks have never been analyzed. By examining the mural done by first 

Mexican female muralist Aurora Reyes as well as the highly personalized scrapbooks within the 

archive, I actively explore a plethora of roles, experiences, and societal expectations placed on 

post-revolutionary Mexican children. My examination accounts for the different sensorial 

experience each object provides, primarily perceptions of scale and touch. This thesis, through 

interdisciplinary investigation, traditional archival sources, and personal experience, provides a 

glimpse into how these works may have impacted children in the post-revolutionary period and 

emphasizes the significance of accounting for these experiences.  

 

  



 10 

I. Introduction  

In the years after the Mexican Revolution (1910-1920), lawmakers saw the possibility of 

raising ideal citizens from birth through educational policies, reforms, and ideology. From the 

1920’s-1940’s, increased importance was placed on children-centered reforms that sought to 

incorporate children into political and civic life as active members of society.1 Schools, as the 

first public forum in which children learn to interact with society at large, are the natural location 

in which children could be taught the political and social ideals of the state. While this was 

enacted through conventional means such as textbooks and oral lessons, art became a critical 

aspect of this process. Children’s entertainment and education  from the 1930’s on, became 

increasingly focused on the arts—radio programs, children’s books, puppet shows, and highly 

popular art education programs that started at the elementary school level.2 The so-called 

“Mexican style” that borrowed from pre-Columbian and Indigenous motifs was created in the 

1920’s, and was incorporated into children’s art education programs.3 This iconographic 

language seen in large-scale art works during the revolution (namely, murals) were reproduced 

by children in their notebooks, in the classroom, and at home. The Centro Escolar Revolución 

was constructed in 1936 in the amid these sweeping changes, acting as the pilot primary school 

for newly created socialist-themed education in downtown Mexico City.  

In the summer of 2019, I had the pleasure of being able to tour the CER’s halls and 

photograph the eleven murals displayed on its walls. I spoke to the principals, a few maestros, a 

librarian, anyone who was willing to discuss the school with me. At one point, an office worker 

 
1 Elena Jackson Albarrán, Seen and Heard in Mexico Children and Revolutionary Cultural 

Nationalism (Nebraska: University of Nebraska Press, 2015), 6. 
2 Albarrán, Seen and Heard in Mexico, 7.  
3 Albarrán, Seen and Heard in Mexico, 77.  
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within the school pulled me aside, and asked me if I wanted to look through a box of 

photographs he had found. I enthusiastically agreed, returning later that week to pore over what 

turned out to be a sizeable archive. I looked through photographs, finding myself engrossed in a 

series of scrapbook albums, trying to piece together a narrative throughout several hundred 

images. The murals and the scrapbooks were unique pieces of artistic expression, both engaging 

and contributing to an overall post-revolutionary Mexican culture, in quite different ways. They 

were two incredibly different sensorial experiences. I recalled the sensation of gazing up at 

murals, of gently turning the pages of the scrapbook. I couldn’t help but wonder how many pairs 

of eyes and hands had looked at these murals and tried to glean their meaning; how many hands 

had turned the pages of these scrapbooks and told themselves a story? Who were the children 

that had created the scrapbooks, combining images and text with decorative care?  

While the question of audience with murals is one that has been frequently (though often 

vaguely) addressed, specifics regarding who the audience consists of are much rarer, and within 

these arguments discussions of children are even more so. Post-revolutionary children in Mexico 

bridged an unusual gap of being treated both as precious objects to be treasured and miniature 

adults that were expected to carry on the ideals of the revolution. By attempting to shed light on 

their unique experiences with art, we might be able to bring about a more complete 

understanding of childhood in this specific period.  

The presence of children as creators, revolutionaries, and consumers is tangible 

throughout the entirety of the CER. Yet their presence has been consistently ignored in the 

literature, continuing to move unnoticed even as they—sometimes quite literally—cause you to 

stumble as they rush past you on their way to class, or lunch, or on their way home. I look at the 

murals, the scrapbooks, and all the photos, and I must ask—what are these really for? In this 
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thesis, I will be examining the adult rhetoric designed around children in Mexico throughout the 

1920’s to 1940’s, while simultaneously placing emphasis on children’s perspectives of the 

murals and scrapbooks at the Centro Escolar.  

Throughout my thesis, I will be drawing primarily from the scholarship of both Elena 

Jackson Albarrán and Eileen Ford. While some scholars have focused on children in post-

Revolutionary Mexico, both Albarrán and Ford place children’s voices at the forefront of their 

research.  Albarrán’s book, Seen and Heard in Mexico traces the political and social 

transformations that occurred between 1930’s and the 1960’s in Mexico through the lens of 

children’s experiences in an attempt to, “to the extent possible, [recover] children’s individual 

efforts to process, editorialize, or reproduce cultural values…conceptualized for them.” 4 Ford’s 

book, Childhood and Modernity in Cold War Mexico City, similarly examined both children’s 

experiences and adult conceptions of childhood in Mexico City.5 Drawing from primary sources 

and archival records, both authors place children’s voices at the center of their analysis, 

examining the complex cultural, political, and historical contexts Mexican children experienced. 

While both authors are historians, rather than art historians, their research heavily features 

children’s art and emphasizes the importance of art education programs in post-Revolutionary 

Mexico. Their scholarship was critical for many aspects of this thesis, and my own research 

owes a great debt to their works.  

I find it important to first engage with the muralist who brought the school to my 

attention: Aurora Reyes. It was in the newly flourishing artistic era that followed the Mexican 

Revolution, that Aurora Reyes created her first mural at the Centro Escolar Revolución in 1936 

 
4 Albarrán, Seen and Heard in Mexico, 21-22.  
5 Eileen Ford, Childhood and Modernity in Cold War Mexico City (London: Bloomsbury 

Academic, 2018), loc. 118 of 6663, Kindle. 
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(fig. 10). In Atentado a las Maestras Rurales, two male figures attack a female schoolteacher 

who lies on the ground. One man has a handful of her hair in his first; the other strikes her with 

the butt of his rifle. The woman twists in pain on the ground, unable to defend herself from the 

brutal assault. In the upper right-hand corner, three small children peer out from behind an 

unknown structure, closely watching the scene in front of them.  

While the Centro Escolar boasts a dynamic artistic cycle that consists of eleven murals, 

Reyes’s mural is the only one that has received academic attention, albeit by a limited number of 

scholars. As such, the available research and resources about the Centro Escolar tend to be 

centered around Reyes, her murals, her career, and her overall artistic legacy. There are three 

predominant forms of publication regarding Reyes: journal articles, books, and graduate 

research, mostly published in Spanish without any English translation. Dina Comisarenco 

Mirkin, a Mexican-Argentinian art historian who has dedicated her research to the study of 

under-examined women artists, is the most dedicated Reyes scholar. Comisarenco has written 

extensively about Mexican women artists, and has produced the most scholarship on Aurora 

Reyes, having written numerous journal publications about her life and art. In her earliest 

published journal article, written for the Woman’s Art Journal, “Aurora Reyes’s ‘Ataque a La 

Maestra Rural:’ The First Mural Created by a Mexican Female Artist,” Comisarenco questions 

why Mexican women artists have long been ignored in the Mexican art historical canon.6 It is, 

notably, the first publication regarding Reyes that is written in English, effectively introducing 

Reyes’s work to an English-speaking audience. Both her later book, Eclipse de siete lunas, and 

her numerous journal articles are predominantly situated in gender studies, and her research 

 
6 Dina Comisarenco Mirkin, “Aurora Reyes’s ‘Ataque a La Maestra Rural:’ The First Mural 

Created by a Mexican Female Artist,” Woman's Art Journal 26, no. 2 (Autumn, 2005 - Winter, 

2006): 19, doi:10.2307/3598094.  
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emphasizes Reyes’s unique utilization of a rural woman school teacher. Another notable author, 

Margarita Aguilar Urbán, a Mexican professor and art historian, wrote her master’s thesis on 

Reyes, titled, “Los murales de Aurora Reyes: Un punto de vista de la educación en la 

modernidad mexicana,” (2007). It was originally released as an oral defense, but the original 

transcripts do not exist online. However, a modified version of her defense, “Los Murales De 

Aurora Reyes: Una Revisión General,” was published upon request from the Instituto 

Chihuahuense De La Cultura.7 Urbán’s article is the first and only published research with a 

unique focus on Reyes as an accomplished muralist, discussing the six murals she completed 

over the course of thirty years (one of which resides in the CER). She expands upon her work in 

her 2010 book, Aurora Reyes: Alma De Montaña.  

Of the limited research on the life and works of Aurora Reyes in the past two decades, a 

third of it has come from graduate students: two in Spanish, and one in English.8 Sarah K. 

Borealis centers her dissertation, “Tehuana Urbana: How Cultural Mestizaje Shaped the 

Revolutionary Persona of Aurora Reyes, Mexico's First Female Muralist,” around the connection 

between visual arts and social change in post-Revolutionary Mexico.9 Reyes acts as a model to 

illustrate the role of cultural mestizaje, as Borealis explores the multiple roles Reyes played in 

 
7 Margarita Aguilar Urbán, Aurora Reyes: Alma De montaña (Chihuahua, México: Instituto 

Chihuahuense de la Cultura, 2010), 19. 
8 Two are masters theses and are published in Spanish: “Centro Escolar Revolución: la 

construcción de un espacio escolar”; “Los murales de Aurora Reyes: Un punto de vista de la 

educación en la modernidad mexicana.” The other is a dissertation published in English: 

“Tehuana Urbana: How Cultural Mestizaje Shaped the Revolutionary Persona of Aurora Reyes, 

Mexico's First Female Muralist.”  
9 Sarah K. Borealis, “Tehuana Urbana: How Cultural Mestizaje Shaped the Revolutionary 

Persona of Aurora Reyes, Mexico's First Female Muralist,” (Ph.D. Diss., Tulane University, 

2013,) 19, ProQuest (UMI 3538988). 
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the overlapping realms of art and education.10 Borealis expresses her intention of using Reyes as 

a means to fill a historical gap in the way in which artistic and educational revolutionaries self-

internalized, and participated in cultural mestizaje. Luz Angélica Beltrán Trenado wrote her 

master’s thesis, “Centro Escolar Revolución: la construcción de un espacio escolar,” on how the 

Centro Escolar, by utilizing architecture, murals, and stained glass windows, sought to construct 

itself as the ideal scholarly space for young schoolchildren in the post-Revolutionary era.11 Her 

research proposes a variety of ways in which the Centro Escolar can be examined to explain how 

the school’s form of education and stylistic interior decoration were motivated by the social, 

political, and economic semantics of Mexico in the 1930’s.12 Reyes enjoys some attention as an 

artist of note who contributed to the internal mural cycles, however, Beltran primarily discusses 

how the colors, and forms in her mural would be eye-catching to children.13  

All of the aforementioned authors primarily examine how Reyes’s work—with special 

attention paid to Atentado a Las Maestras Rurales—creates subtle breaks from the pre-

established visual language found in the work of her well-known male muralist counterparts. For 

example, much of this scholarship emphasizes Reyes’s choice to depict a female schoolteacher, 

and the significance of Reyes explicitly depicting violence against women. Feminist 

interpretations of Reyes’s work dominate the literature surrounding her, to the point, it would 

seem, as though this is the only perspective expected of authors who write on Reyes. Terri Geis, 

in her essay for Women’s Contributions to Visual Culture, 1918-1939 titled “The Struggles of 

 
10 Borealis, “Tehuana Urbana: How Cultural Mestizaje Shaped the Revolutionary Persona of 

Aurora Reyes,” 2.  
11Luz Angélica Beltrán Trenado, “Centro Escolar Revolución: la construcción de un espacio 

escolar,” (Masters Thesis, Universidad Autónoma de México, 2009), 6, 

https://repositorio.unam.mx/contenidos/97006. 
12 Beltrán Trenado, “Centro Escolar Revolución,” 6.  
13 Beltrán Trenado, “Centro Escolar Revolución,” 14. 
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Modernizing Mexico and the Mural of Aurora Reyes at the Centro Escolar Revoluciόn,” is 

highly critical of the receptions, and interpretations of Reyes’s work that do not account for the 

significance of her gender.14 This could be, in part, born from the fear of women artists often 

being buried, and silenced under their male contemporaries.  

Though other commonalities between these authors exist (such as the fact that nearly all 

of these scholars identify as women), there appears to be an unspoken solidarity between these 

authors in their desire to examine Aurora Reyes from a place out of fear of her being lost in a 

predominantly patriarchal field of study. This is not an unreasonable fear: though women have 

always produced art, their work has been severely under-examined, and undervalued. Gender 

biases have long stunted the volume of academic research, and artistic appreciation these works 

deserve. It should be unsurprising, then, that women art historians are electing to write about 

women artists, particularly those who have been marginalized by history. 

Reyes was the only woman artist to have participated in the mural cycles at the CER and 

is often proclaimed to be the “first Mexican female muralist.”15 Much of the attention focused on 

Reyes as a muralist examines Atentado a las Maestras Rurales, and echoes the emphasis on 

femininity and gender—portraying maestras as maternity figures, and, in some instances, how 

Reyes subverts it—and the significance of depicting violence against women in patriarchal 

Mexico. Reyes’s gender is not insignificant to her work, and it must be acknowledged to carry 

out proper analysis of it. However, this seems to be the exclusive narrative surrounding not only 

Reyes’s work, but the entirety of the mural cycle within the Centro Escolar. Reyes being 

 
14 Terri Geis, “The Struggles of Modernizing Mexico and the Mural of Aurora Reyes at the 

Centro Escolar Revoluciόn,” in Women's Contributions to Visual Culture, 1918-1939 ed. Karen 

Brown (New York Routledge, 2017), 158. 
15 Comisarenco, “Aurora Reyes’s ‘Ataque a La Maestra Rural,’” 19. 
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considered the first Mexican woman muralist, and the predominantly feminist reading of 

Atentado a las Maestras Rurales—while certainly being a critical aspect of both Reyes, and her 

work—has overshadowed all other potential readings of Reyes’ mural, as well as drawn attention 

away from it within the overall cycle. Rather than an additional aspect to understanding Reyes’s 

body of work, her gender has become the only topic of interest surrounding works such as 

Atentado A Las Maestras Rurales. 

In my personal examination of Reyes’s mural, I found myself consistently intrigued yet 

horrified by the presence of the three small children in the upper right corner of the mural. While 

they are hiding away from the attacker’s view, they are clear witnesses to the violent femicide in 

Reyes’ mural. And her depiction of these children is not the only appearance of children within 

the CER: school-aged children are present throughout the entire mural cycle, engaged in a 

variety of activities. Some rise to action with their maestros, wielding the weapons of knowledge 

against enemies of the revolution (fig. 9), others witness violence, and are powerless to stop it, 

forced to either watch or helplessly try and defend their maestro (fig. 10, 12). 

The children are a key recurring theme throughout the mural cycle in the CER, but they 

are only mentioned in passing, relegated to a comment, or examined through the restrictive lens 

of maestra maternity. There seems to be great irony in the number of scholars who have spoken 

about the violence depicted in Reyes’s mural, and who are simultaneously oblivious to the 

impact, or implications of the image on the children at the Centro. It feels like an academic 

oversight to not discuss the location of the mural cycle—these are depictions of schoolchildren 

within a primary school taking part and witnessing violent acts, yet no author has tried to 

disentangle this complicated relationship, and intricate consequences that the mural cycle have 

on children.  
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This may be emblematic of an overarching issue on research of murals: while much 

attention is paid to the content, and the artists who created them, there seems to be little 

discussion on their audiences. This is particularly evident in survey texts regarding murals and is 

prevalent even within my own personal conceptions on muralism as a movement. Many scholars 

claim that murals were primarily designed to educate a largely illiterate population, treating 

murals as either some sort of utopian democratic movement, or exclusively a machine for wide-

spread governmental propaganda.16 Claims that murals were part of an accessible-to-all, 

communal, educational, and aesthetic experience often fail to identify who exactly is included in 

this community audience. There is little distinction regarding whom the intended audience was: 

was a mural created for campesinos? For soldados returning home from a brutal revolution? For 

maestros and their estudiantes? The site-specificity, and audience is certainly part of the 

muralist’s creative process, so why have scholars overlooked this? This question is one left 

unanswered in the research regarding muralismo, perhaps a consequence of muralism feeling too 

obvious, or too broad to discuss. It is certainly easier to claim muralism’s communal function 

rather than to closely examine the members of that community. 

Another important aspect to consider when examining the experiences of children 

viewing propaganda related to themselves is the way in which they interact with it. The sensory 

experience of viewing an enormous mural that towers above you—an experience that would be 

especially true for small children—is naturally quite different from holding a significantly 

smaller, physical scrapbook in your hands (see fig. 23 for context of scales for the murals; the 

author is five feet, seven inches tall in two-inch heels, for reference). As argued by Susan 

 
16 Robin Adèle Greeley, introduction to Mexican Muralism: a Critical History, ed. Alejandro 
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Stewart in her book, On Longing: Narratives of the Miniature, the Gigantic, the Souvenir, the 

Collection, the miniature size can be seen as a metaphor of interior space and time; the gigantic 

can be considered a metaphor for the authority of the state and collective, public life (see figs. 23 

and 24 for a scale reference for both the mural and the scrapbook).17 These analogies, while 

considering the scrapbook as the miniature interiority, and the murals as the gigantic exteriority, 

can help us further understand the experiences of the children who viewed these educational 

pieces.  

 Murals are a strictly visual experience. They are not conducive for close-quarters, nor are 

they intended to be touched—in fact, the very act of touching them actively degrades murals, the 

oils on human hands eroding at the paint that constitutes their makeup.18 Murals are intended to 

be viewed at a distance, such that their message can be legible once the entire picture comes into 

view.  They are also inherently tied to the environment they are constructed in and cannot be 

divorced from their original context. As described by Stewart, the gigantic does not move 

through us, we move through it—it surrounds us, enveloping us in its shadow.19 Therefore, the 

surroundings of murals must be accounted for, including the building itself, its location, original 

intent, audience, and the other murals that may surround it. They should not be examined in 

isolation—rather, it is critical that they are first understood in a gigantic system, and cycle.  

During the post-revolutionary period there was a flourishing of the arts; authors, poets, 

photographers, and painters all played critical roles in fostering the growth of the reborn nation’s 

sense of identity. However, no movement gained the same amount of state support, and acclaim 

 
17 Susan Stewart, On Longing (Durham: Duke University Press, 2012), page xii.  
18 “Caring for Your Paintings,” Smithsonian Museum Conservation Institute, Accessed 
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19 Stewart, On Longing, 71.  
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as muralism, which was, at its peak, from the 1920’s to the 1940’s. Aimed to convey messages to 

a primarily illiterate nation, muralists focused their art on having strong didactic themes of 

education, and aesthetics.20 The muralist movement focused on continuing to spread the ideals of 

the revolution, utilizing both harsh criticism, and high praise of the state in vivid images to help 

inspire social change.21 Because of this desire to reconnect with Mexico’s indigeneity, pre-

Columbian designs, motifs, histories, and figures pervaded the national consciousness, and 

enjoyed the full support of the Mexican government.22 A number of famous artists were born 

from this nationalist movement, including a trio of internationally renowned muralists often 

known as Los Tres Grandes: Diego Rivera, José Clemente Orozco, and David Alfaro 

Siqueiros.23  

The Mexican muralists had a strong influence on Mexican society, and played a central 

role in the cultural, and social life in post-revolutionary Mexico. One such goal was to create an 

accessible visual dialogue with the Mexican public. It should not, therefore, be surprising to see 

the key role muralism played in one of the most critical aspects of the nation-building process: 

educational reform.24 Mexico’s new national education system emerged in the opening decades 

of the twentieth century, placing the onus on revolutionary educators to translate the new 

language of visual iconography into digestible lessons for their students.25 In the early 1920’s, 
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the SEP functioned as an institutional regulator through which the nation’s new “aesthetic 

grammar” would be disseminated to both students and teachers.26 As a means to complement this 

process, murals were often placed in community settings as a way to produce a means of visual 

education accessible to all, create a common history between community members, and 

strengthen community values.27 Both expressive and didactic, murals were a convenient means 

to express nationalistic, social, and political messages to a public struggling to re-form their 

identity after a brutal civil war. 

In contrast, scrapbooks and the visual experience they provide are highly specific to the 

person handling them. Their messages and stories are bound within the album, rendered illegible 

until someone opens the book and handles its pages. Even when handled, each person who 

examines the album will experience a different narrative. The creator of the scrapbook, for 

example, will understand the contents much differently than someone such as myself, who is 

examining it several decades later, and will not be able to glean the same meaning. These 

viewing experiences are completely unique. While multiple people may be viewing a scrapbook 

at the same time, generally only one person at a time will physically hold it, turning the pages 

one at a time to access the entirety of its pages. Unlike murals, which are constructed for a 

generalized public, scrapbooks are created with a specific audience in mind: a memento for the 

creator themselves, a visual storytelling device future generations of family members, or 

perhaps, as we can assume about the CER, as a way for children to showcase their civic duties.  

 
26 Borealis, “Tehuana Urbana: How Cultural Mestizaje Shaped the Revolutionary Persona of 
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While these photographic objects are described by the school as solely archival material, 

these scrapbooks serve numerous roles, acting not only as an archival document but also a family 

style scrapbook, photo album, and school yearbook simultaneously. While there is evidence of 

these albums being used as some kind of governmental record-keeping, their unique arrangement 

and presentational style pull from larger global phenomena of photographic documentation 

practices in schools. By deciding which moments of their students’ academic lives should be 

recorded for eventual private viewing experiences, educators, and perhaps even students 

themselves, are creating a familial narrative of not only individual successes, but collective 

successes of the school and government initiatives.  

Public education and the ways in which its policies were enacted was under constant 

debate in the post-revolutionary period. History was approached with an emotional rather than 

logical agenda, emphasizing symbols, heroes, and great leaders to appeal to children’s hearts 

rather than their minds.28 That is not to say the new civic education programs enjoyed unilateral 

support. Many detractors argued that children, by being encouraged to participate in as many 

nationalist programs as possible and being pressured to become so-called productive adults were 

not teaching children how to self-govern; rather, it was stealing their childhood from them.29  

As such, it is impossible to create a singular, clean narrative that perfectly outlines the 

experience of revolutionary Mexican childhood. It would be destructive, in fact, to not recognize 

the great variances within Mexican childhoods at this time. To acknowledge this plurality is to 

recognize the experiences of children who were not privy to the swathe their more privileged 
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counterparts got to experience.30 In addition, many children were purposefully separated from 

the new cultural sentiments surrounding them. Despite the intensely negative governmental 

attitudes surrounding (generally Christian) religions in post-revolutionary Mexico, many 

Mexicans were still actively practicing their faith. Many children were homeschooled under a 

religious curriculum. Others attended anti-Catholic schools but still attended mass, catechism, 

religious festivals, and took sacraments such as the first communion.31 The scarcity of schools 

within Mexico City only added to the uneven application of Mexico’s new revolutionary 

childhood. Even if the children had the luxury of time to attend classes, and parental support in 

government-based education, there were simply too few schools in Mexico City for all children 

to attend.32 

While this thesis is an incomplete snapshot of the culture surrounding Mexican children 

in the 1920’s to 1950’s, I would suggest that a fuller picture of post-revolutionary Mexico can be 

seen by actively accounting for the experiences of children. It is impossible to say how the 

children at the Centro Escolar Revolución felt; whether their childhood was stolen from them, or 

if they were eager and excited to become future revolutionaries themselves. Perhaps some of 

them looked up to the violent, anti-religious murals that surrounded them, and felt conflicted as 

they went to their next Sunday mass, afraid of seeing themselves as perpetrators rather than 

victims. Some others possibly pasted images into their committee scrapbooks, taking pride in 

their ability to show off their revolutionary and modern spirit. Each participated in the revolution 
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in their own way—whether through seeing the massive murals, sensing a communal bond with 

their rural counterparts, crafting a scrapbook to show off to their teachers and the school board, 

sending in a drawing from their art class to a national magazine, or simply attending school in a 

time when schools were rare. Children participated in nation building in meaningful ways, and 

each child experienced their unique version of a childhood that is impossible to replicate. Their 

stories—whenever available someday—should not be ignored.  
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II. The Centro Escolar Revolución 

The Centro Escolar Revoluciόn was constructed in 1936 in the creation of a new 

educational ideology rooted in the government’s desire to push the nation towards socialism.33 

The site upon which the Centro was built also has a long history of housing various political 

institutions, including an asylum for women, a nunnery, a school for impoverished girls, and a 

penitentiary during the Porfiriato, the dictatorial regime led by Porfirio Diaz from 1876 to 1911. 

While inaugurated by then-president Abelardo L. Rodríguez, it was under his successor president 

Lázaro Cárdenas that the Centro Escolar Revoluciόn became a key component in the 

dissemination of this new brand of socialist, pro-government, and anti-clerical education 

ideologies: namely, that the government owned, operated, controlled, and dictated the content 

that students would learn, and that every child in the nation is required to receive their education 

in a government facility.34 Intended to be the first Mexican school that educated boys and girls in 

the same space, it was an establishment that would “offer everything necessary for physical as 

well as intellectual education.” The school centralized its policies around basic standards, such as 

reading and writing, but also educating children on those elements deemed to be the enemies of 

education and societal progress: the church, capitalism, and landowners, among others.  

Since the independence period (1810-1821), the Mexican state had increasingly begun to 

rely on using children as the subject of metaphors for a projected, perfect future nation.35 Though 

the rhetoric and the politics surrounding them often changed, children remained at the core of 

moral, religious, medical, and educational debates, an easily accessible symbol of hope and 

regeneration. By 1888, primary education up to the age of 10 had become compulsory in an 
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effort to create a “common childhood” for all young Mexican children.36 Children were deeply 

impacted by the Revolution; across all social classes, children accompanied their parents to war, 

were whisked away to exile, or became soldiers themselves. For millions of Mexican children 

during the Revolution, their lives were marked by deprivation, hardship, starvation, violence, and 

a general lack of attention both institutionally and in their dissolving family structures. By the 

time the revolution ended, an entire generation of now-adult Mexicans had been denied any form 

of normal childhood. After the Revolution, revolutionary officials set out to close this 

experiential gap, and created educational reforms that sought to invest in children to create 

productive future adults.37 In the early years of the revolution, it became evident that the key to 

transforming a diverse citizenship into a cohesive singular nation lay in its ability for the ideals 

of the new nation to become self-perpetuating. Essentially, this meant that the children of the 

nation must be both convinced of their nation’s worth, as well as willing and able to reproduce 

the ideals set forth by their predecessors.38  

In 1917, a new constitution was drafted and addressed a variety of issues—including land 

reform, social rights, and labor empowerment.39 However, three of the constitution’s 136 

articles—Article 3, Article 27 and Article 130—contain sections which promoted cultural 

secularization.40 These articles served a variety of functions, but primarily sought to separate the 
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Church from State.41 Article 3 is particularly important for this thesis, because it declared that all 

education—including both public and private schools—be completely secular, essentially 

outlawing Catholic schools or any form of religious education in private schools. Under 

Cárdenas, in 1934 a constitutional reform to Article 3 was made, which implemented a fully 

socialist educational regime, and created the experimental Socialist School program.42 The goals 

of socialist education were to transform social institutions, achieve a more equitable distribution 

of wealth, eliminate religiosity in the classroom, and raise the proletariat to power. While saying 

that a uniform Mexican childhood was achieved under President Cárdenas would be an 

exaggeration, there was a confluence of political idealism, policy, and practice between 1934 and 

1939 that worked to standardize education and childhood.43 

It is important to note that many of these reforms were aimed at rural communities, rather 

than urban ones, though the efficacy of this targeting is debatable. Throughout the the 1930’s the 

Partido Nacional Revoluciónario (PNR) had maintained control of Mexico’s education program, 

and used it as a tool for shifting rural Mexico in particular toward socialism.44 Under the left's 

control, the SEP emphasized collective and cooperative learning for children and adults, sought 

to reform the “backwards” behavior of the peasantry, to challenge the hold of organized religion 

in the countryside, and to transform the working class into the primary protagonists of the 

revolution.45 The Centro Escolar Revoluciόn is not located in a rural area, nor does it serve a 
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rural community. In fact, at the time the building was erected, the city was experiencing a period 

of explosive growth; by 1940 Mexico City had become not only the political and economic 

capital of Mexico, but also the world's largest megalopolis.46  

The school occupies a unique space within the urban landscape of Mexico City (fig. 1). 

Situated between the crossroads of Arcos de Belen and Niños Heroes, it sits recessed several feet 

back from the road. A large gate covers the entirety of the school’s entrance, with only two small 

doors on opposing ends to allow students and faculty to enter the school (fig. 2). The entrance 

has a small U-shaped building which hosts administrative offices, the upper portion of which 

contains several murals (fig. 1c). These offices are flanked on either side by two large, vertical 

structures that boast enormous and vibrant stained glass windows. One hosts the school’s current 

library; the other has been sealed from the interior and has been co-opted as office buildings for 

the National Library which is on the other side of the street. The original usage of the space is 

unknown. A narrow hallway on either side of the administrative offices lead into a large, open 

courtyard. According to Beltrán, this construction is considered atypical for primary schools in 

Mexico City—a choice which was wholly intentional in order to convey specific messages about 

the significance of the school to the revolutionary government.47  

The intention of the Centro Escolar to act as something greater than a primary school 

becomes doubly apparent when considering where the school was constructed. During the 

Porfiriato, a penitentiary stood upon the site where the CER now stands. The penitentiary, known 
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as the Cárcel de Belén, was specifically for holding political prisoners throughout the Mexican 

Revolution, and was infamous for its particularly cruel treatment of its inmates, as well as its 

incredibly unsanitary living conditions.48 The fact that the school was built on top of a former 

political prison was a source of convenient metaphors and romantic language for the government 

officials who attended the school’s inauguration in November of 1934. For example, at the 

opening ceremony, local leader Aaron Saenz claimed that the new structure—which was built 

upon the remains of a “prisión inmunda” (filthy prison; my translation)—would serve as a 

demonstration of the new government’s moral purity.49 

Accompanied by other idealistic statements, such as ones claiming that as each new 

school opened, “se cierra un cárcel,” (a jail is closed), it becomes apparent that the Centro 

Escolar was envisioned to be, as argued by Beltran, a monument that happened to function as a 

school, rather than an intentionally academic space.50 To complement the total reconstruction of 

the site, several artistic works were commissioned to make the school’s message more explicit 

through socialist themed artworks. On the exterior, a large sculpture of a woman sits encircled by 

eight young students, one arm wrapped around the shoulder a student at her side, and the other 

holding open a massive book in her lap. The words EDUCAR ES REDIMIR (To Educate is to 

Redeem) stamped on the pedestal below her (fig. 2). Painter and glass artist Fermín Revueltas 

was commissioned the make the two-story stained glass windows, depicting both the natural 

beauty and romanticized history of Mexico, for the library in the same year the school was 

opened. For the purpose of this thesis, primary attention will be paid to the artists from the Liga 
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de Escritores y Artistas Revoluciónarios (LEAR) who were invited to translate revolutionary 

ideals into murals on the interior. 

In order to address the new culture that children of the post-revolutionary period at the 

CER were being exposed to, one must first understand the roots of the new visual lexicon that 

emerged in the public art of Mexico after the revolution. Muralism as a movement focused on 

visualizing the ideals of the revolution—agrarian reform, protection of urban labor, and 

increasing the amount of educated citizens—utilizing both harsh criticism and high praise in 

vivid images to help inspire social change.51 Inspired by Mexico’s pre-Columbian past and a 

communal desire to rebuild the nation, the post-revolutionary reformation period saw the rise of 

several critical concepts and movements, accompanied by a new iconographic language.52  

One such concept is that of mexicanidad, a nationalistic movement that supported the 

pursuit of Mexico rebuilding its cultural identity. By no means a uniform and organized 

movement, mexicanidad centered itself around the concept of Mexico deeply linked to its pre-

Columbian past, and was a critical part of Mexico’s cultural and artistic rebirth.53 One 

supplementary concept is that of mestizaje, a term co-opted from colonial identification of mixed 

race (mestizo) status—typically Spanish and Indigenous.54 The term was later used to describe 

the apparent mixed-race status of Mexico as a whole, and mestizaje evolved to be defined as a 

cultural and political process rather than a biological one.55 In a similar but distinct ideological 
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framework, Mexican indigenismo refers to a pro-indigenist movement that celebrated the virtues 

of Indigenous peoples.56 Indigenismo had widespread impact on the arts during the 

Revolutionary and immediate post-revolutionary period; this can be seen in the promotion and 

appreciation of art forms such as handicrafts, dance, and music, all of which contributed to an 

aesthetic vocabulary of mexicanidad, one which came to promote a revival of Indigenous artistic 

traditions.57 

This is not to suggest that these artistic movements did not have their own problematic 

connotations. Mestizaje encouraged the mixing of Spanish and Indigenous blood, with the 

underlying motivation being that the Indigenous could be “bred” out into a more modern—a 

veiled way to say more European—population.58 Indigenismo mythologized the “authenticity” of 

Indigenous and popular cultures, attempting to blend the two together into one official, state-

sanctioned, national history.59 The nation’s cultural identity became synonymous with its history, 

creating a highly ideological version of the nation’s past under the umbrella of mexicanidad. 

Muralists in this period were keenly aware of this consolidation, and frequently played into this 

revision of historical events and less-than-subtle anti-Indigenous sentiments.  Pre-Indigenous 

conquests became conflated with the state’s process for modernization, and, as stated by Robin 

Adèle Greeley, “the past became the ideological referent for Mexico’s industrialized future.”60 

Indigeneity became simultaneously referential of a backwards past and a modernized future, 
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suggesting that indigeneity could be educated or bred out of the population. While all of this is 

not to say that while Indigenous groups experienced a period of peace and acceptance, the 

concepts of indigeneity and mestizaje did come to the forefront of Mexico’s projected culture. 

These themes and ideologies pervaded the Muralism movement as a whole. The seven 

artists in LEAR created a total of eleven murals within the front vestibule of the CER, with much 

of the content in the murals being both anti-fascist and anti-religious, as well as focused on the 

importance of modernizing and educating Indigenous students in particular. There are three 

distinct groupings within the overall cycle: two groups of three murals flank either side of the 

school’s front entrance—which, notably, renders them invisible unless the viewer is standing 

directly inside the school—and five are arranged in a row above the central offices in the front 

vestibule (figs. 1 and 1c). The first grouping of three murals specifically depicts the violent 

oppression the working class experienced during the Porfiriato (figs. 1a and 3).61 The second 

three-mural grouping, on the opposite end of the interior wall, heavily features depictions of 

(assumedly Indigenous) children and maestros (figs. 1b and 4). The five central panels, which sit 

high on the wall above the offices and face the street, have the strongest pro-revolutionary 

messages, along with more explicitly anti-religious and anti-fascist content (figs. 1c and 5).  

Much of the contents of the murals at the CER is explicitly violent in nature—each of the 

three groupings depict at least one figure who is enduring some form of abuse, though, in one 

mural two bourgeoisie capitalists are being stepped on by a blue-collar worker (fig. 6), not all of 

the violence is seen as negative. Of these eleven murals, six contain representations of school-

aged children: Raúl Anguiano’s Las Nuevas Generaciones (1937); Gonzalo de la Paz Pérez’s 
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Alegoría del Socialismo (1936-37); Antonio Gutiérrez’s Los Cristeros (1936); Everardo 

Ramírez’s Los Maestros Rurales (1936) and Las Religiones (1936); and Aurora Reyes’s, 

Atentado a las Maestras Rurales (1936).  Of these six, these murals can be categorized into two 

distinct types: children being actively educated by revolutionary leaders, and children witnessing 

violent counter-revolutionary actions.  

The trio of panels on the right side of the school predominantly focuses on children who 

are being educated against the dangers of fascism and capitalism. Notably, all three murals 

feature a figure holding a book. In the farthest right panel, a maestro, dressed in a black suit with 

a red tie, gestures above his head and those of his three students, drawing attention to the 

symbolic equation on a board: a cross and dollar bill, plus a swastika, equals chains (fig. 7). One 

of his students clutches a book while his companions raise their fists as a sign of resistance and 

solidarity. In the central panel a blue-collar worker stands in front of a factory with a rifle slung 

across his back, an open book in one hand and his other raised in a rallying fist above his head 

while the two children reach up towards him with wide eyes (fig. 6). The worker is actively 

stepping on bourgeoisie capitalists who are trying to protect their bags of money, with the cross 

and a missal thrown to the side. The final panel shows a maestra with six of her rural peasant 

school girls (fig. 8). A gun rests on her hip, and one hand presses open a book while the other 

points to a poster next to her, which elaborates on the function of socialist schools in Mexico. 

Maestras teaching through books, and by extension literacy, seem to play a particularly large 

role. Though the murals are not necessarily intended to be read in any sort of particular order, the 

books create a cohesive narrative throughout these three murals.  

They all serve different functions, but with the same underlying current: textbooks fight 

the same systemic issues that fuel racism, capitalism, and blind religiosity. The maestro is 
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countering the technical roots and the known enemies of the revolution; the obrero, through 

education, is now able to prevent his capitalist oppressors from taking advantage of him; the 

maestro, whose gun on her hip may be an allusion to the Cristero rebellion, suggests not only 

that there is still a real threat of violence against her, but also that she is willing to fight back 

against the “backwardness” of religiosity that fueled the rebellion by both violent and non-

violent means. 62 The professional educator, the working class, and the (assumedly) rural 

educator are all utilizing books to liberate themselves and prepare the next generation.  

It is likely that the inclusion of books in these murals was fueled by a deeper 

propagandistic meaning. Textbooks during Cárdenas’s presidency began to promote ideas about 

group citizenship over the individual and promoted productivity at all levels—from kindergarten 

to higher education.63 Thus the textbooks serve a dual function: one, to translate the importance 

of literacy to both the faculty and the students, but also to emphasize the efficacy of Cárdenas’s 

new standardized education policies against fascism, capitalism, and religiosity—particularly, 

the violence seen throughout the Cristero rebellion. References to the Cristero Rebellion arise 

twice more, with two panels on the opposing outside edges of the central five panels expressly 

depicting children witnessing violence: Gutiérrez’s Los Cristeros and Reyes’s, Atentado a las 

Maestras Rurales, both of which will be discussed in the forthcoming chapter.  
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III. Aurora Reyes’s Atentado a la Maestra Rural  

As mentioned previously, murals, ideally aimed at conveying messages to a primarily 

illiterate nation, had a strong focus on both educational and aesthetic purposes. One important 

recurring image from the muralism movement is that of the rural schoolteacher, surrounded by a 

flock of adoring Indigenous school children. Maestras rurales, in particular, appear numerous 

times and are generally read as allegorical, idyllic figures that embodied abstract concepts of 

earth, motherland, and democracy. Despite the large number of women partaking in activities 

which aided in nation-building after the Revolution, being a schoolteacher was the one of few 

professions considered acceptable for women, right after that most acceptable of occupations: 

motherhood. Some twentieth-century political discourse equates the expectations of rural 

schoolteachers to those of colonial nuns: to be unmarried, chaste, and conservative.64 This notion 

can also be read as a part of the maestra’s ability to act as a civilizing agent to her uneducated, 

backwards, Indigenous students.65  

The allegorical depictions of rural maestras—and the ways in which Aurora Reyes 

subverts these tropes in particular—has been examined by authors such as Comisarenco.66 The 

analysis of these works however, have yet to fully address the most important aspect of being an 

educator: the students they teach. Without the context of their students surrounding them, these 

figures would simply be modestly-dressed adults partaking in the Revolution. It is their 

transmission of knowledge that makes their presence so key. It is especially surprising that 

Reyes’s mural, Atentado a Las Maestra Rural, has not been examined for the significance of 
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both the children depicted nor its specific location within a school when considering Reyes 

herself was a schoolteacher. Beginning as a primary school teacher when she was nineteen, 

Reyes would continue to serve in a variety of education-based roles throughout her life; in 1927, 

the SEP named her the Professor of Portraiture in the Primary Schools, which started a thirty-

seven year professional affiliation with the SEP.67 She taught drawing in traditional primary 

schools, as well as in pre-vocational schools, was an inspector and advisor to other teachers on 

their curriculum, and participated in the first collective exhibition that drew attention to Mexico 

City’s art teachers.68 She was deeply invested in education, even submitting her own list of 

suggestions to the SEP to better reflect the ideals of the revolution including: offering teachers 

formal contracts, rotating visitor inspections to avoid bias and systematic corruption, and 

denouncing the pervasive nature of the Catholic church.69 As a fiercely dedicated educator, she 

would have been keenly aware of the audience for her first mural, which would have included 

school children. This chapter will address the significance of Reyes’s choice to include children 

witnessing violent crimes within a primary school, but will also compare how her depictions 

against the archetypal, idealized versions as visualized by Diego Rivera, and the ways Reyes 

diverged from representational norms to present a more politicized view of post-revolutionary 

Mexican children.   

In Reyes’s Atentado a las Maestras Rurales, the two male figures crouch above a female 

figure on the ground beneath them, dragging her along behind them (fig. 10; see fig. 1d to see 
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where the mural is located). The attacker’s body is positioned in a way that is suggestive of the 

iconic Nazi symbol: the swastika.70 In his raised arm, he clutches a handful of currency. 

Underneath his opposite elbow, a book is being thrown, and the pages scatter as it flies through 

the air. His other arm is outstretched behind him, and he has a handful of the woman’s hair in his 

fist. The other male is dressed in a white long-sleeve shirt and pants and what appears to be a 

straw hat, which obscures both the head and face. Both of his hands clutch the barrel and stock of 

a rifle, the butt of which is being forced into the prone woman’s mouth. The attacked woman lies 

on her side, providing a frontal view to the viewer. She wears black, shiny high heels and a red 

dress that clings to her form, accentuating her hips, waist, and breasts. Her facial expression is 

contorted in pain, with her eyes closed and eyebrows furrowed. To briefly touch on the work by 

previous scholars, in this format alone Reyes has already subverted typical norms of depicting 

not only rural schoolteachers, but also violence perpetuated against women. Reyes’ 

schoolteacher, on the other hand, rejects traditional, conservative, and allegorical iconography. 

Her teacher wears high heels and a form-flattering red dress that accentuate her curves. The 

teacher does not need to dress conservatively to succeed in her role as an educator. Rather, she is 

a sexualized, modern, professional woman whose gender causes her no shame. She is not the 

incarnation of motherhood. Rather, she is the epitome of Reyes’ conception of revolutionary 

ideals: freedom, education, and culture.  

More relevant to this thesis, however, are the three young children with dark skin, hair, 

and eyes hide behind the wall of an indiscernible structure. The closest child to the violent scene 

partially hides behind the wall. He wears what appears to be a black and brown serape over a 

white long sleeve shirt, and white pants. Only half of his face is visible, the rest hidden behind 
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the wall. His eye looks directly at the viewer.  He has full lips, a thick eyebrow, and what a broad 

nose. His left arm clutches the wall. A young girl dressed in a long white dress stands assertively 

in the middle, a gesture which signals her attempt to protect a younger boy hiding behind 

her. This little boy wears blue-jean overalls over a long sleeve white shirt. One hand grips the 

arm of the girl. Only short-cropped hair, ear, and hint of a jawline can be seen of his face, as he 

buries it into the girl’s back. The girl’s left arm is outstretched behind her, hand splayed in what 

appears to be an attempt to keep the little boy behind her back. With her other hand, she grips the 

taller boy’s shoulder. Her face is tilted towards his, cocked at a 45-degree angle. She, too, has 

full lips, a broad nose, long black hair, and dark skin. Though the mural does not show any gore, 

or even a singular drop of blood, the scene is quite graphic. The schoolteacher is evidently in 

pain, attempting to free herself from her captors before being struck with the butt of a rifle. The 

children, though shielded by a structure, are direct witnesses to this violence. They all react in 

unique manners: the youngest child shields his face, too afraid to watch the brutal acts unfolding 

in front of him; the middle female child actively watches, her expression a mixture of curiosity 

and apprehension; the eldest boy directly addresses the viewer, implicating us for our complicity 

in the violent act unfolding before us. Reyes’s choice to depict a scene from the Cristero 

Rebellion is a very intentional political message that speaks to not only the importance of 

educators, but also those they educate. 

Education was considered a crucial component for nation-building in post-revolutionary 

Mexico. For educators of this period, history became a linear and progressive concept. While 

they conceded that pre-Hispanic societies were certainly respectable in their own right, much of 

their achievements had been in areas of production, organization, and aesthetics. Modernity, both 

in Mexico and globally, centered around the concept of Europe as the center of progress, and 
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Spanish invaders had pushed Mexico into becoming properly civilized.71 The post-Revolutionary 

government considered the millions of uneducated workers and peasants to be the cause of the 

decade long civil war because of their reluctance to face encroaching modernization. This 

opinion was not wholly incorrect, as oppressive regimes and policies in the pre-revolutionary 

state had severely affected rural peasants, many of whom rebelled in the hope of regaining some 

pre-modern sense of autonomy. Mexico’s desire for modernity and nation building manifested in 

public education as a way to placate and domesticate the masses.  One factor that was often seen 

as an inhibitor in this battle was religion, including the Church itself. Religiosity was seen as a 

“shackle to the mind” that numbed rational thought and will.72 Religion came to be seen as 

counterrevolutionary, and government policy reinforced this.   

In 1917, several years before the end of the Revolution, a new constitution had been 

drafted. It addressed a variety of issues—including land reform, social rights, and labor 

empowerment. However, three of the constitution’s 136 articles—Article 3, Article 27 and 

Article 130—contain sections which promoted cultural secularization. These articles served a 

variety of functions, including secularizing education, separating Church from State, making 

registration of religious gatherings obligatory and limited to the interior of churches, placing a 

series of political restrictions on priests and ministers, and made all churches national property.73 

During the 1920’s and 30’s, teachers were encouraged to raid rural churches, attacking and 

destroying religious sculptures, crucifixes, and church bells.74 Many were converted into 
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classrooms, in which rural students were taught pledges and anticlerical rhymes, such as ‘uno, 

dos, hay no dios’ (one, two, there is no god).75 Many recipients of this curriculum were Catholic, 

and, so, were strongly opposed to its bold anti-Catholic stance. As a result, schoolteachers were 

frequently challenged in their communities, and threatened with acts of violence. 

 The rulers in the first part of the 1920s were inconsistent and lax in the enforcement of 

the articles. Then, in 1924, the incoming President, Plutarco Calles, felt challenged and restricted 

by the Catholic church as he attempted to roll out new revolutionary reforms. Claiming religion 

was “something for Indians, hillbillies, and ignorant women,” Calles sought to destroy the 

Catholic church's influence over the Mexican state and people. Anti-clerical laws were fully 

enforced, with Calles even adding his own anti-clerical legislation known as the Law for 

Reforming the Penal Code, or Calles’ Law.76 This was met with immediate, though scattered, 

protest. The rebels called themselves Cristeros, invoking the name of Jesus Christ under the title 

of Cristo Rey. Peaceful resistance soon broke down, and a combination of events led to an armed 

revolt for what people believed to be the salvation of their souls.77 The ensuing war, titled the 

Cristero War or Cristero Rebellion, lasted nearly ten years, resulting in 90,000 deaths.78  

 Calles was forced out of office in 1935, when Cárdenas succeeded him. Though Cárdenas 

had been a strong proponent of anti-religious activities while acting governor of Michoacán, he 

determined it critical to distance himself from Calles so that he could more efficiently rule the 

country.79 Relations between the government and the church soon began to improve, as many of 
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Calles’ restrictive laws were repealed and President Cárdenas interacted positively with high-

ranking members of the Catholic church. However, Cárdenas' government continued to suppress 

religion in education during his administration, and he altered the 3rd amendment specifically to 

encourage a socialist education.80  Many citizens and communities formerly associated with the 

Cristero Rebellion once again took up arms, this time as independent rebels, sometimes for hire. 

Reyes, who painted this mural only a couple years after the Cristero Wars were 

considered ended, and who was a schoolteacher herself, would have been aware of the violence 

perpetuated against schoolteachers. In addition, it would be natural to assume that throughout 

this violence numerous schoolchildren would have witnessed the brutal attacks against their 

state-sanctioned educators, and may have even participated in this violence. None of his, 

however, can quite fully explain Reyes’s choice to place children in her mural witnessing said 

violence. Depictions of children were not uncommon throughout the Muralism movement; Diego 

Rivera was known for painting children frequently in his murals, often with strong Indigenous 

features, denoted by their almond-shaped eyes, braids, and brown skin.  His children, however, 

are romanticized depictions of innocence, not quite the militarized, politicized metaphor for the 

revolution that will become more commonplace in the 1930’s. In order to properly understand 

why Reyes’s representation is so significant, it is important to compare her works against the 

idealized standard painted by muralists such as Rivera.  

Rivera’s La Maestra Rural (1923-28) (fig. 11) is one of his earliest large-scale mural 

cycles, housed within the Secretaría de Educación Pública. La Maestra Rural is a large vertical 

fresco mural set in an open, hilly field where three distinct scenes take place simultaneously. In 
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the foreground, a female schoolteacher kneels, leading a lesson to a group of students. She has a 

book open in her lap, and is gesturing with her right hand, palm up, as though posing a question 

to the group. Her students are unified in their presented indigeneity: they have dark skin, braids, 

and plain, modest clothing. Three younger children have seated themselves on either side closely 

to the maestra, their eyes fixed on either her face or the book she holds open in her lap. The 

slightly older girls—who are likely still school-aged—sit farther off to the side, and one girl’s 

attention is directly focused on writing something on a slate in her lap. Other, older students sit 

in the circle, many of them with their backs to the viewer. 

None of the children address the presence of the audience, fully engrossed in the words of 

their maestra. They all sit quietly and calmly, entirely reliant on the federal soldier who sits 

behind them, protecting them. Though this makes an indirect reference to potential aggressors 

against this open-air classroom setting, it is secure, guarded, and peaceable. In contrast, Reyes’ 

schoolteacher and her students are alone. Through no fault of her own, only she herself is 

accountable for her safety. The violence depicted, while still stylized, is clear. Her body is 

splayed out for the viewer to see. Reyes is breaking a taboo by not only explicitly depicting 

violence against female schoolteachers, but also by painting in innocents as indirect victims of 

this violence as well. The schoolteacher is not the only person who is suffering in this act – her 

students too will likely walk away with their own personal wounds. 

 Both of these murals were created as part of renovation/reconstruction projects through 

the SEP, so it is natural that depictions of children and educators would be included in the 

murals, especially when considering the goals of the SEP in the 1920’s onward. However, both 

of these murals were created within different decades after the Mexican Revolution ended. It also 

is important to note, then, that Rivera’s mural was not specifically designed for children to view, 
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or be able to see themselves in. Thus, the limitations of murals as a propagandistic tool quickly 

became apparent. Though many murals were considered as part of the public sphere, in reality, 

many of them were placed behind or within former oppressive colonial structures or hidden away 

in atriums. Rivera’s mural is within the inner atrium of the SEP’s government building their 

location severely limits the amount of the actual, incidental public viewing that can take place. 

The average citizen on the street, the supposed intended audience, did not or would not be able to 

view them on a daily basis. It is more likely that the government employees that worked within 

these spaces were the actual beneficiaries of these murals.  

That is not to say that these depictions of children are unimportant or should be ignored. 

Rather, I would argue that they serve a greater aesthetic purpose than a political or educational 

one. These maestras and their flocks of adoptive children are romanticized, sanitized, and deeply 

allegorical parts of a still-forming, early aesthetic muralist tradition. While there are underlying 

political messages, they are not about the function of education or the role of children as future 

political agents of the state. These murals are part of a larger dialogue of the raising of the 

underprivileged proletariat and rebuilding after the violence of the revolution. This is most 

evident in Rivera’s mural, in which the agrarian workers in the background could be interpreted 

as literally sowing the seeds of revolutionary reform. These children are romanticized depictions 

of innocence, not quite the more militarized, politicized metaphor for the revolution that will 

become more apparent in the 1930’s.  

Beginning in the early 1920’s, official attempts to create a universal childhood in Mexico 

was to create common experiences and create a standard measure of normalcy. Despite these 

efforts, concepts of the ideal childhood became differentiated through two models: the “protected 

childhood,” which was more focused on the middle class, and the “endangered childhood,” 
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which was focused on impoverished (generally Indigenous) children.81 The massive 

socioeconomic gap between these two modalities was eventually bridged by an intense 

glorification of the working class, resulting in the proletarian childhood. This brief era of 

proletarian childhood went hand in hand with the new socialist education reforms and shifted the 

model of the ideal Mexican child away from aesthetic and into the political.82 

The murals within the CER, too, are difficult to access. While some face the street, they 

are locked behind a large black gate and are hidden near the ceiling, making them nearly 

impossible to view from the street (fig. 2). The safeguarding of the murals at the CER is more 

practical in nature than intentionally exclusionary. In a space that contains hundreds of school-

age children, it is prescient to have safeguards in place to keep the children inside of the school, 

and unwelcome visitors outside. The result of these safeguards is an incredibly restricted 

viewership for the murals in the atrium. They are intended to be viewed exclusively by children 

and educators attending the CER, who were generally more likely to be upper or middle class. 

This is, of course, a logical assumption, when considering who the general population of any 

primary school would be. This is also a factor Reyes – and the other LEAR creators – would 

have been acutely aware of. In fact, Reyes’s mural is not the unique instance of children 

witnessing murals within the CER, nor is it the sole scene of a rural schoolteacher being 

assassinated by a cristero.  

On the opposite end of the five-panel series is Gutiérrez’s Los Cristeros (fig. 12; see fig. 

1e to see where Reyes and Gutiérrez’s murals sit in relation to each other). In this mural, four 

Mexican school children surround the body of their recently murdered maestro. A book is once 

 
81 Albarrán, Seen and Heard in Mexico, 34. 
82 Albarrán, Seen and Heard in Mexico, 8.  



 45 

again featured in this work, resting in the deceased maestro’s lap. The assumed murderer stands 

to the right of the grouping, gripping a knife in his hand. His body faces away from the grouping 

and he appears to be actively fleeing the scene, the wide brimmed hat he wears obscuring his 

face as he looks back towards the maestro he has just killed. The child closest to the viewer has 

his back partially turned against the viewer. Wearing a yellow shirt and a red book-bag slung 

over his shoulder, he appears to be either embracing or attempting to prop up the maestro, his 

arm crossing his chest. Another child cries with her face pressed into the palm of her hand, and 

the one to her left appears to be pressing a fist against their mouth in an act of horror. Their faces 

however, remain neutral, and they look directly towards the viewer to implicate us in this scene 

as well. Though we are not privy to the moment in which the teacher was stabbed, the viewers 

are now active witnesses to a disturbing crime being enacted, watching traumatized children 

forced to suddenly cope with a devastating loss. 

The similarities between these two works are apparent – a grouping of children have 

witnessed the murder of what appears to be a violent homicide, and attempt to the address the 

viewer which, in this case, is most likely going to a child of a similar age. The primary difference 

is Reyes’s scene is still ongoing, active, and suggests prolonged violence, while Gutiérrez’s 

appears to have happened quickly and is only moments after the blow, with the children rushing 

forward to assist their wounded teacher. One must ask why it was determined to be so critically 

important that school children see murals with these images not only one time, but twice? In 

addition, it is important to note that the majority, if not all, of the murals that I have discussed 

depict scenes in rural, rather than urban, settings with impoverished, Indigenous-coded 
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students.83 So why, in a large city with a metropolitan population, would it be so important urban 

school children be looking at, and in fact making direct eye contact with, rural school children in 

their schools?  

I posit there are several plausible reasons for this discrepancy between depictions of rural 

children and their urban viewers. Rural communities became the primary targets for education 

reform in the 1920s and 30s because of two guiding revolutionary principles: that modernity 

stems primarily from urban spaces, and that non-urban spaces were immoral and 

inefficient.  Federal education policies, sending teachers out of Mexico City, emphasized the idea 

that rural communities were enslaved and uneducated laborers, and education could convert 

these laborers into successful farmers. Rural areas would be integrated into the market economy 

by introducing new skills, behaviors, cooperatives, and product diversification into the 

community.84 There was not an insignificant portion of the rural population flooding into Mexico 

City in the early and mid-twentieth century. The population of Mexico City was growing at an 

exponential rate, fueled by impoverished rural workers seeking new opportunities in an urban 

environment.85 This would have exposed many urban children to their rural counterparts, and 

may have allowed numerous rural children who may have come into new wealth in the city to 

attend urban schools.  

It should be emphasized that all of the depictions of school children in the CER’s murals 

are dark-skinned. While likely intended as a way in which the muralists could denote their rural 
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Indigeneity, this could have impacted the way in which students at the CER could have 

visualized themselves. As mentioned previously, indigenimso in Mexico sought to create an 

integrated society which embraced its Indigenous roots through mestitzaje. One of the ways in 

which this was enacted was through government-sanctioned programs intended to integrate 

indigenous communities into modern, urban and therefore socially acceptable—culture, while 

attempting to distance modern Mexico away from its colonial Spanish past. Perhaps, then, by 

being able to see or insert themselves in these depictions, children may have been intended to 

understand themselves as dark skinned, and, therefore, more connected to their Indigenous roots. 

Through mestizaje, they have become socially, culturally, and visually equal to the children they 

are seeing in not only Reyes’s mural, but all other murals that depict school children. These 

murals could function under the new idea of a universal childhood, in which socialist education 

acts as equalizer between rural and urban children, despite their differences. 

Despite these highly romanticized concepts, it is critical to acknowledge and not confuse 

the SEP’s or the CER’s intent with their broad sweeping statements and highly political art and 

the actual outcomes of its educational programs. The modern, nationalist childhood that many 

urban children enjoyed in the 1920’s to 1940’s did not often extend to their rural counterparts.86 

In the early 1920’s, the indigenismo that flooded artistic and intellectual movements across 

Mexico resulted in a primary school education aimed at large urban, middle-class school children 

that idealized and valorized Indigenous cultures.87 Yet their rural counterparts did not see these 

depictions, and did not get to read textbooks that featured protagonists and or stories about those 

who looked like or lived like them. Up until 1930, the Ministry of Public Education had separate 
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departments for schools classified as rural, semi-urban, or urban, each with their own particular 

curricular distinctions.88 Despite the SEP’s focus on trying to modernize and revolutionize rural 

children, their efforts were often stunted by difficulties in communication and general distance 

from seats of governmental power. Children in the countryside did not enjoy the same access to 

the puppetry, radio, and other educational programs that those in the city could. Even with 

improved access, urban children were often left on the fringes, particularly those in poverty. 

Rural and impoverished children, though still considered children of the revolution, became co-

opted as part of a dialogue only their privileged counterparts could partake in. Despite the 

language surrounding it, the revolution, more than anything, was Mexico-City centric, and urban, 

middle-class children benefited the most from educational reforms.  

The opposite, therefore, could also be true: rural and poor children became part of a 

warning for those who did not support the revolution. Another possible explanation for the 

murals at the CER, then, is that the urban children were intended to see the plights of rural 

children and recognize how continued efforts to support the revolution and its ideals would 

empower these children to break free from the violence they are forced to witness and carry into 

the future. The urban schoolchildren are not intended to see themselves in the children depicted, 

but rather to view these murals as a warning; with religiosity at the helm, they would lose their 

educators to wanton violence, and be subjected to the same painful childhood of their parents, 

grandparents, or rural counterparts. While the mestizos and Indigenous children may have been 

able to see a more direct reflection of themselves in the murals at the CER, the urban children 
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who attended it got to see themselves as the self-righteous protagonists in Mexico’s newly 

illustrated national history. 

Post-revolutionary children in Mexico were not just passive consumers and subjects of 

the rhetoric that surrounded them. They were also active participants, with platforms provided 

for them to disseminate the ideals of the revolution through their own voices. Children were 

acutely aware of the ways they were to carry themselves, and the ideal way in which they were 

to appear to the public. Murals, while large and impressive, do not tend to travel well, and the 

majority of these murals were created within Mexico City—a locale far from the campesinos 

they were supposed to be representing. This of course, did not stop rural children from seeing 

important revolutionary images—they consumed images of themselves in popular magazines, 

read the writing of their peers, and looked at images in which they could not only see the ideal 

versions of their child communities, but could also see a model in which they should follow. 

That is why the “micro” forms of personal expression and education, as can be seen in the 

scrapbooks, are so critical to examine. The following chapter will examine the scrapbooks within 

the Centro Escolar’s archive as a means to further explore the deeply personal ways in which 

children could not only participate, but see themselves as participants of the revolution.  
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IV. Scrapbooks and the Archive 

Comprising six scrapbooks and over 120 loose photographs, the archive at the Centro 

Escolar contains documents related to school activities, parades, classroom activities, and yearly 

goals, as well as photographs made to mark those events. While the photographs date to years 

ranging from the 1940’s to the 1960’s, all of the scrapbooks were created in 1947. The 

scrapbooks are organized and have a consistent design scheme; as a whole, they appear to 

convey multiple narratives of a single year through the clubs at the school.  

The twenty-year difference between the creation of the murals and the creation of the 

scrapbooks at the CER means there are cultural differences to contend with. By the early 

1940’s—when a majority of the existing photos in the archive were taken—Cárdenas had 

completely surrendered power to his elected successor, Manuel Ávila Camacho. Camacho’s 

administration completed Mexico’s slow transition from military/revolutionary to civilian 

leadership, as Camacho, a political moderate, was the first president after the revolution to sit in 

office without having a distinguished military record or background.89 Camacho ousted the top 

proponents of socialist education in the SEP, and appointed zealous anti-Communist officers in 

their place, shifting the SEP and educational policies to the political right.90  

Though do I not have space to fully address the archive, I feel as though it is important to 

approach the scrapbooks within a specific framework. When considering a photographic archive, 

Allan Sekula suggests we pose several questions relating to photography: how does photography 

legitimize and normalize power relationships? How does it exist as a voice of authority? How is 
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historical and social memory preserved, transformed, restricted, or erased by photographs?91 In 

addition to questions such as these—and many others—we must ask ourselves the purpose of the 

archive. Who is this archive for? Why was it collected? The authors of the individual images are 

not necessarily the controllers of the archive, so who has maintained it?92 Unfortunately, many of 

these questions about the function of the CER’s archive are currently unanswerable. The archive 

was lost for many years and was only rediscovered within the past five years during renovation 

processes. The photographs and scrapbooks were not stored with any kind of organization in 

mind. While the majority the scrapbooks have “1947” written somewhere on their front page, 

most of the photographs are undated and are are haphazardly stored in the archival box without 

any additional context. A few photographs bear the photographer’s stamp on the back or a hastily 

scrawled inscription or date. The only consistent marking all the photographs bear is a small 

scrap of paper adhered to the lower left corner on the photo’s verso, inscribed with “F-7” and a 

smaller number, circled in black ink (fig. 13). While the “F” could be a stand-in for the world 

“folio,” a term when used in Spanish can be translated as “page” or “sheet,” this numerical 

system has no obvious meaning, and I was unable to work long enough to put them in order and 

try to decipher some kind of intention behind the numbering system.  

There is also concrete evidence that these photographs were submitted, processed, and 

documented for state purposes: two photographs in the archive are designated as having been 

processed by the SEP in some manner, bearing a small, circular blue stamp on the stamp, with 

the SEP’s official title and Mexican eagle within a circular motif, also designates the name of the 
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school, the school’s internal processing number, that it is from the Depto. Ninas (Girl’s 

Department), and that the school is part of the federal district in Mexico (fig. 14). When I asked 

the Centro’s temporary archivist what the markings could mean, or what the archive was used 

for, he could only offer me a shrug in response. 

 While this makes the original function of the CER’s archive inscrutable, this loss of 

specificity allows us to more openly speculate about the archive’s meaning. The meaning(s) of 

photographs and photographic objects depends largely on context: despite the supposed 

inherently truthful documentary quality that photographs carry, they themselves are 

“fragmentary utterances” of reality.93 It can be said that archives function in a similar manner. To 

borrow from the language of Allan Sekula, archives are like “toolsheds.” 94 An active archive is 

an active set of tools, constantly being appropriated to fit different disciplines, discourses, and 

discussions. A dormant archive—a category that I would argue accurately fits the long-forgotten 

cardboard box of photographic ephemera found in the CER—is an abandoned set of tools, 

locked away from the conversations that could utilize it.  This, however, does not mean it is 

neutral ground. Archives are inherently spaces of power: the power to collect, hoard, lock away, 

curate, and command the lexicon.95 Any photographic archive, no matter the size or breadth of 

its collection, appeals directly to institutional authority.96 This fits nicely with what we can 

assume the function of the images within the archive was at the time.  

By combining pictures, words, and personal ephemera, scrapbook makers can create a 

highly curated and personalized visual history. Scrapbooks can reinforce both personal and 
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communitarian values; scrapbookers collect objects, assemble images, write stories along the 

margins, and assemble decorative and symbolic motifs that signify the importance of the people 

and events they have chosen to capture. Equally important to the creation of the creator is the 

sharing of the its contents among friends and family— shared stories create a personal meanings 

between scrapbook makers and their intimate social networks. 97 The scrapbooks from the Centro 

Escolar have been carefully curated as both an aesthetic and historical experience.  

The scrapbooks are organized into distinct categories.  More specifically, each one is 

dedicated to a specific student-run committee, acting as a retrospective for the goals and 

achievements of that school year. There are six scrapbooks, designated from F-1 to F-6. In order 

the apparent themes per each committee scrapbook are: Library Expansion Program, Music 

Programs, Sanitation and Hygiene Committee, Radio Programs, F-5 (Undetermined theme), and 

Festival Programs. The images on the pages appear to have been cut and pasted, and seem to 

come from a variety of sources, likely catalogues, magazines, and newspapers. Many pages are 

collaged, the cut-out images overlapping or in close proximity to each other, while some pages 

feature only one or two cutouts. Short inscriptions are written on each page in white ink, a 

cursive handwriting unlikely to have been written by a child. The scrapbook contains a variety of 

information, including class and department photos, committee plans, and other particulars.  

 For example, scrapbook F-3 is the one dedicated towards the “COMITE DE ASEO 

CENTRO DE ESCOLAR 77 ‘REVOLUCIÓN,’” [Central School 77 ‘Revolution’ Cleanliness 

Committee] (fig. 15). A brainstorm style diagram a few pages in details the “problems” 

(malnutrition, water, cleaning supplies, and what appears to say ‘cleaning habits’) and the lower 
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portion outlines the goals of the student committees. The goals are not limited to the school; 

subcategories of this diagram focus on personal hygiene, home sanitation, and generalized public 

cleanliness (fig. 16). The following pages show the student committee members in the same 

manner as the committee heads with small and carefully cut photo portraits (fig. 17). The young 

women ranging from 1st year to 6th year students (approx. ages 6 to 12) are in a variety of dress 

and expressions, but their uniformity in pose and composition suggests these were professional 

photos taken for school. 

Photographs of student bodies appear surprisingly early in the development of 

photography, around the 1850’s.98 Often taken by commercial photographers with little desire to 

experiment or stray from the norm, they are generally defined by a strict set of portrait 

conventions to create a uniformity among students, resulting in school photos having a 

formulaic, and globally consistent, visual presentation.99 In many instances, they are staged, with 

factors such as the absence and presence of faculty or the amount of attention the students 

provide the photographer all designed to achieve a group identity among the students. Technical 

innovations in photography in the second half of the nineteenth century coincided with the 

development of state-accredited education in Europe, the United States, and Euro-American 

colonies; flexible film, portable cameras, and snapshot photography all contributed to the ability 

for governments to create photographic propaganda in order to further their ideological 

beliefs.100  
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By the 1930’s, photography as propaganda already had an established history in Mexico, 

and school children were critical to this system. As the symbolic child figure grew to symbolize 

the healthy, growing status of the nation more prominently, visual representations of children 

proliferated in the media. Through advances in photography, mass media, and public art, images 

of children moved from being a signifier of social and economic wealth to an object in the public 

domain.101 Schools were the natural site for many of these photographs, not only because of their 

obvious convenience, but also as a way to show off a healthy, modern nation of children thriving 

in a successful government system. School photos became a form of certification of these 

schoolchildren, documenting their ascendency into the new generation of citizens in a 

nationalized, standardized, and modernized nation.102 Mexico was no exception; their efforts to 

manage religious, ethnic, national, and racialized differences, the Mexican governmental 

authorities used school photography to further their assimilationist and socially transformative 

ideologies.103It is perhaps because of this global uniformity that a key aspect of these 

photographs gets overlooked: schools are the purveyors of a carefully crafted ideological 

presentation of their students through photography. As the educators of children, they are the 

shapers of their students’ future identities, morality, sense of civic responsibility, and respect for 

authority. Utilizing homogenized group portraits as a method to institutionalize students—an 

attempt that is often enhanced by the presence of uniforms—school photographs effectively level 

any differences within the student body, economic or otherwise.  

If we view these class photos as part of a larger genre of group portraits and associations, 

the ways in which the state seeks to bind these students together through communal allegiances 
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and patriotism becomes more clear. The fact that portraits of the students have been inserted into 

the scrapbook makes them active members and participants of these clubs and campaigns, which 

is emblematic of the expectations of children to participate in community campaigns. Civic 

education programs often happened through extracurricular activities such as committees and 

clubs. Classroom committees, in particular, were popular ways in which children could 

demonstrate their commitment and diligence to maintaining not only their schools, but to their 

communities. Child officers for said committees were often nominated and elected by their 

classmates and were generally expected to be outstanding, diligent students that were healthy, 

enthusiastic, and active.104 In other words: the ideal revolutionary child. The inclusion of the 

outlined goals and mandates from the DSP in the scrapbook in combination with the students' 

portraits represents the many layers of dissemination of information, from the federal DSP down 

to the Committee for School Sanitation at the Centro. While students were in charge of a number 

of communal school issues in tandem with their teachers (such as acting as truancy and hall 

officers), their duties often extended beyond the school as well: for example, students on the 

Health and Hygiene committees were often expected to do home visitations on other students to 

check their hygiene standards.105 Power structures grew out of the student council hierarchy, 

creating both a mimicry of existing political structures, but also a micro, democratic, civic 

culture in which the students could participate.  There were often a large number of various 

committees that children could contribute to and find their niche. To name a few, committees 

students could participate in often included: the Education Committee, Anti-Alcohol Committee, 

Classroom Materials Committee, Sports Committee, and Health and Hygiene Committee.106 
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Committees were often in charge of cleaning classrooms, decorating the school and its grounds, 

organizing sports, and organizing dancing, theater, puppet, and radio productions.107  

Scrapbooks F-4 and F-6 in particular focus on Radio and Theatrical programs for 

students. Scrapbook F-4 primarily documents a radio program done by the students at the Centro 

Escolar, comprising of various songs, poems, and general presentations from students in 

celebration of a Fiesta de Primavera (Spring Festival) (fig. 18). Papers that document what each 

student was going to say have been adhered into the scrapbook, with the very front pages 

containing images of the students from the second grade in a mixture of costumes and nice 

dresses celebrating the Fiesta. (fig. 19). Another page has a clipping from what appears to be torn 

out of a magazine, giving an example of a “Teatro Breve Para Ninos” (Brief Theater for 

Children), in which four characters act out a short, one-act scene (fig. 20).  

By the late 1940’s and early 1950s, the nation’s slowly climbing birth rate combined with 

increasingly lower infant mortality rates began to make itself more apparent in Mexico City. The 

total number of children skyrocketed; the child population increased from just over 400,000 

children in 1930 to over 2,850,000 by 1970.108 As Mexico City increasingly became a city of 

children, adolescent poverty in Mexico City was unnerving to social critics in the position to 

report these calamities. By the late 1940’s and early 1950’s, photographers slowly begun to shift 

away from idealized images of healthy children at play and began to proliferate the “truth” of 

impoverished childhood. What materializes in many of these images is sympathy for the poor, 

especially poor children.109 In order to combat these glum images, rife with harsh social 

commentary, many popular magazines and newspapers, journalists, photojournalists, illustrators, 
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and advertisers all offered the Mexican public several images of the city’s children: some photos 

and images depicted happy children playing, celebrating birthdays, and participating in religious 

ceremonies; photographs of elaborate children’s birthday parties appeared frequently in print 

media, both in photographs and descriptions of the event in society pages.110 Many of these 

photographs depicted extravagance that most children would never experience firsthand, yet 

idealized images of childhood contributed to a collective belief that childhood should be 

experienced and celebrated.111 These images instructed readers that a modern childhood, along 

with being productive, should be fun.112 

 One of the ways in which this “fun” could be enacted responsibly was through 

educational programming. Education through art, puppetry, and radio were particularly popular 

ways in which children could engage with a pre-political sphere. Magazines became powerful 

material objects through which children could participate in the language of the Revolution, 

reflecting what they saw and heard around them. Both rural and urban children could submit 

their drawings, letters, and creative writing in hopes of getting their work published and 

becoming a part of a larger imagined, national community of children.113  

Pulgarcito was one popular children’s art magazine. As a free, government-funded 

publication that was disseminated both nationally and internationally, it was unique in that it was 

nearly entirely child-produced content. It included both written essays and commentary by 

children, as well full-color drawings submitted by their dedicated child followers, which often 

replicated the socialist, semi-realist technique utilized by Mexican muralists.114 This was wholly 
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intentional; beginning in 1923, a national curriculum called Método de dibujo: tradición , 

resurgimiento y evolución del arte mexicano (Drawing Method: Tradition, Resurgence, and 

Evolution of Mexican Art), was implemented into public schools in Mexico City.115 Spearheaded 

by Mexican painter and contemporary director of the the SEP’s department for art education 

Adolfo Best Maugard, the curriculum was based on indigenist motifs and styles, sought to create 

unified thematic cohesion for children’s art and illustrative designs.116 Sometimes known as the 

“Best Maugard method,” the educational program followed a recommended order that began 

with the reproduction of Maugard’s “seven basic elements” and their combinations, and worked 

through drawing objects, cultural symbols, and ends with the human figure.117  

While only implemented in the official curriculum for a few years, the Best Maugard 

method carried a deep impact as an introduction to modernist aesthetics in Mexico, as well as 

formative on a growing generation of post-Revolutionary artists. In her book, Albarrán details a 

1931 submission done by a fourth grader in an urban community, who submitted a drawing of 

Father Miguel Hidalgo’s 1810 insurrection against the Spanish colonial rulers. Hidalgo faces the 

viewer, surrounded by faceless peasants dressed in stereotypical peasant garb -- white clothing 

and sombreros -- brandishing farm implements as weapons.118 This depiction fits very nice in 

line with the practice used by muralists of painting generic, anonymous, and easily recognizable 

figures as a way to capture a sense of group identity. While likely the child -- named Ramón 
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Romero -- was in part replicating the tropes he saw in the public art works surrounding him, he 

was also taught on how to draw representations of Mexico.  

El Maestro Rural was a “rural schoolteacher” monthly magazine published by the SEP; it 

was often filled with art from popular contemporary muralists, essays, commentary, and 

instruction guides. Some issues would publish “do-it-yourself” manuals for schoolteachers and 

children alike on how to construct and run an elaborate puppet stage, accompanied with scripts 

for plays. One such article features a published diary from a sixth grader at the CER, in which he 

describes his impressions about the process of building a puppet stage.119 Photographs of 

children constructing and participating in their own puppet theaters -- as well as photographs of 

child audiences watching the performances -- became common in the magazine.120 As was 

typical in this period, however, there was an uneven level of contribution and support between 

urban, middle-class communities and rural, impoverished children. Rural children contributed to 

magazines significantly less than their urban counterparts, and therefore were less visible to the 

nation. However, they continued to contribute, consume, and participate however possible. Both 

had different levels of access to popular entertainment like puppet shows, art programs, and even 

magazines such as Pulgarcito and El Maestro Rural. Despite the desire and intentions to create a 

sense of community and common heritage and destiny, the social inequalities between rural and 

urban children were continuously apparent.  

Scrapbook F-6 is an appropriate example to examine how some of these differences 

between urban and rural schoolchildren manifested through Fiestas and costumes. The 

scrapbook is filled with images from various festivals, days of remembrance, and parades. In one 
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such photograph, titled “La Tarantela,” a large group of girls from the 3rd and 4th grades pose for 

the camera (fig. 21). They are wearing what appears to be stereotypical, costume versions of 

eastern-European dress, consisting of beaded headscarves, puffy-sleeved blouses, and floor 

length floral skirts. Each of them hold what appears to be a tambourine up by their head, another 

hand propped on their hips. In another group photograph for “Dia del Soldado,” a large gathering 

of both boys and girls pose and smile for the camera in an open courtyard, in pseudo-Indigenous, 

rural dress (fig. 22). Many of the girls wear their hair in dual braids, a frilled apron wrapped 

around the middle of their long flowing dresses. The boys wear white shirts and long pants, a 

dark bandana knotted around their necks and straw hats perched on top of their heads.  

These costumes have dual functions; first, it demonstrates that the female students are 

able to organize and costume themselves in matching attire in accordance with socialist ideals 

that children be independently functioning agents of the state; second, it designates indigeneity 

as a costume that can be worn and taken off whenever the wearer desires. As early as the 1920s, 

romanticization of Indigenous cultures had flooded into primary school curriculum—at least the 

ones intended largely for urban, middle class schoolchildren—that reified the rural Indigenous 

population as the holders of authentic nativist sentiments. These costumes place Indigenous dress 

on the same level as Eastern-European folkloric costumes—something to be worn for fun, or in 

the participation of nationalism, but ultimately something that could and should be removed 

when the performance is done, showing a modern triumph over the perceived backwardness of 

indigeneity. 

It is, of course, critical, to keep in mind the actual process behind the creation and 

handling of these scrapbooks. To return the the language of Stewart, these are “miniature” and 

personalized objects that hold much different meaning than the murals. The murals are gigantic 
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within a specific, public context – one that is within a city. They are therefore linked to the 

concept of a public spectacle; they move away from what Stewart describes as the “magical and 

religious” into the instrumental. 121 They carry large, overpowering messages, seen as forces of 

nature. But the ways in which we can understand the gigantic and the miniature originate from 

the same point – the body. Scrapbooks and photo albums in general are deeply personal objects. 

They are also inherently tactile objects -- a sense of touch is required to fully glean their 

meaning.122 Touch is central to human social life. It is the most developed sensory modality at 

birth, and it contributes to cognitive, brain, and socio-emotional development throughout infancy 

and childhood.123 Touch creates not only an emotional bond, and for many children in particular, 

they learn through touch and sensory motions.124  

Scrapbooks are generally heavily decorated on both the interior and the exterior. They 

often boast leather covers, embossed or embellished with additional tactile elements. The cover 

and each individual page must be directly handled to be moved and reveal their contents. Photo 

albums are a means by which stories and dialogue can be exchanged -- they prompt the viewers 

to discuss the contents, regardless of if they are the creators or second-hand viewers. When the 

viewer turns the pages they are “putting the photograph in motion,” creating an arc through space 

and time in which a sequential narrative can be constructed.125  Every aspect of the creators 

design -- be it captions, collages, extended commentaries -- all influence how the content will be 

seen and understood. Through intense personalization, albums give everyday people the 
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opportunity to craft and represent their own stories and biographies. The scrapbooks at the CER 

are somewhat unique in this regard; rather than the subject of these biopics being “me,” there is 

an inherent “we” to the children-driven, communal stories.126  

As opposed to the monumental presence of murals both inside and outside of the school, 

this scrapbook is representative of a moment of art making between teachers and students, 

pulling from words and images of themselves and their colleagues in popular children’s 

magazines. While it is difficult to know how these specific photographic objects from the archive 

at the Centro Escolar functioned at the time they were produced, they are representative of larger 

overall trends in the ways the Mexican state used photographic propaganda to influence the 

rising generation and are highly personal objects, and ones that took the role of the students into 

account. The photograph and photographic objects in the archive have what Hirsch describes as 

“emotional lives,” speaking to both the immediate emotional connection the viewer may have,  

and the lasting impacts of the daily ideological and emotional pressures of a conformational 

system.127 The desire on the state’s part to visually elevate children who are responsive to 

authority, able to conform to expectations, and present themselves as healthy and physically fit 

future citizens becomes legible through this framework. These images are critical historical 

documents that can act as primary accounts for an understudied period in Mexican history, their 

unique contexts making apparent how deeply embedded the use of photography was in the 

dissemination of state mandated propaganda to the national youth.  

Despite all the critical ways the scrapbook can inform our understanding of how teachers 

executed goals set by federal programs, these sort of small, personal objects have long been 
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ignored in the discussions of education in post-revolutionary Mexico City. The ways in which 

pre-existing health reform and education manifests itself in the curated collection of magazine 

cuttings within the scrapbook, as well as the written content, is revealing of the influence of 

education on a personal level, and the ways in which school children acted as ambassadors of 

this new national ideology. It is surprising how little literature has been written about the way 

this education took place on the classroom level. These scrapbooks, while pulling in images from 

mass-produced objects such as books, magazines, and newspapers, is a very physical and 

tangible example of how this education was enacted between the students and the teachers in the 

Centro.  

It is important to note that the archive, and the photographs in particular, are comprised 

almost exclusively of photographs of female students. The school was still divided into “male” 

and “female” sides in the 1940’s; it is unclear whether a male portion of the archive has since 

been lost, or if there was only ever documentation of the female students. Only one photograph 

of male students was found within the archive, and is an unlabeled class photo of grade school 

students in uniform. Children were not exempt from the heavily gendered societal expectations 

that surrounded them. Young, upper-class, urban girls were more likely to be in school than their 

urban, poor counterparts; impoverished girls were generally forced to work and moved about the 

city more frequently than their upper- and middle-class peers.128 Girls without better prospects 

often worked as domestic servants. For these girls, childhood looked considerably different than 

those protected, idealized childhoods seen in these photographs. These girls could afford to go to 

school, where they could partake in after school activities, and play sports, and go on excursions 

and to parades. They could put on the traje of their Indigenous peers as though it was merely a 
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costume, putting on their traditional wear as though these communities were as far removed from 

Mexico as Soviet Russia. They were the ideal, and they likely were aware of the weight that 

came along with being the “picture-perfect child” -- both literally and figuratively.  

The scrapbooks at the Centro Escolar Revolución are representative of the ways in which 

education reforms in Mexico City were taught on a more personal, student to teacher level. It 

quickly becomes clear how important these small and personal images could be for educating the 

general public, and children in particular. This is doubly important when considering the roles 

that children themselves had in transferring and perpetuating the education they received in 

school; they were meant to not only carry these lessons home where they would educate their 

parents, but into the future where they would become productive and educated adults with their 

own children. While a much more intimate object than a mural, their educational and aesthetic 

functions no doubt sought to achieve the same goal: to educate via a visual language accessible 

to their audience. 
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V. Conclusion 

Schools in Mexico have long histories as acting as an extended arm of the state, 

educating and organizing future generations to be productive citizens that serve their nation. 

Solidarities among age, social, and political lines were formed between children as they 

participated in creating a new national identity. However, while they did experience a new set of 

shared cultural references under an optimistic banner of national stereotypes and an idealized 

past, the uneven distribution of the revolution’s educational standards did not prevent these new 

generations of children from continuing to be subjected to stratified levels of socioeconomic 

inequalities.129 These assimilationist ideologies of cultural and societal integration are 

particularly poignant when comparing how images of wealthier, urban schools are presented 

against rural schools. Despite the overarching societal models of the idealized Mexican 

childhood and student, the integration of children across the nation into the revolutionary family 

occurred much less evenly. Hierarchies inevitably formed, and the idealized personas of some 

children naturally edged others to the sidelines. Good intentions consistently fell short.  

While Stewart was discussing an altogether different form of miniatures than a 

scrapbook, scrapbooks can still be considered a “collectable,” and can serve both private and 

public aesthetic functions.130 Like the miniatures described by Stewart, the scrapbooks locate a 

version of self; this becomes more apparent when considering the intense personalization that 

accompanies a scrapbook’s creation.131 Murals, by contrast, are part of a larger exteriority; they 

are part of the “gigantic.” The gigantic is intended to help a viewer take part in a fiction of the 
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larger collective.132 Murals over-signify their meaning, exaggerating the social status, and 

integration of their subjects, causing them to understand their messages as naturally as they 

understand language.133 In the same way that the miniature relates to the private, the gigantic 

relates to the collective—it expresses a mutually experienced identity. Despite of their inherent 

differences, and to which part of human psychology they appealed, both the scrapbooks, and the 

murals had a singular shared focus: to instill revolutionary values into the schoolchildren of the 

Centro Escolar Revolución. 

Mexican Muralism is often understood in terms of common definitions: a communal art 

movement created for a people in search for shared identity that enjoyed coherence of purpose 

and thought.134 Yet in making these sweeping generalizations, the unique relationships between 

people and art get lost, with individualized focus being placed on artists such as Los Tres 

Grandes in their stead. Children are buried even deeper underneath these waves of 

generalizations. This is evident in the scholarly discussions surrounding all aspects of the Centro 

Escolar, despite its obvious, primary function: educating children. The CER was clearly 

constructed with specific ideological messages in mind. It sits on top the razed remains of a 

notorious political prison; its grand opening marked by politicians waxing poetic about the 

metaphorical freedom education could provide.135  

This can be seen in the murals that decorate the interior, which are rife with 

propagandistic content. Aurora Reyes’s mural has clear, anti-clerical stance in her depiction of 

contemporary events. This becomes even more apparent when placed in the context of the 
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surrounding murals at the CER – including Gutiérrez’s depiction of violence against teachers in 

Los Cristeros (fig. 12), and the clear connections drawn between the Church and fascism as seen 

in Pérez’s Alegoría del Socialismo (fig. 7). While Reyes creates a strongly graphic scene, with 

clear emphasis on the ramifications of gender during this time period, it is her inclusion of the 

three small children in the upper-right corner that would be most relevant to her audience. This 

deliberate depiction in this specific space could have served a variety of functions for the 

children that viewed them: a visual equalizer between rural and urban students; a way to expose 

urban children to the plights of their rural counterparts; a warning against religiosity and other 

enemies of the revolution. Though some political messages may have been lost on children, it 

was evidently important that the children at the CER be able to see a version of themselves in 

Reyes’s mural, and create a more personalized narrative about what they were seeing.   

It is impossible to discern the direct impacts the murals or the scrapbook images would 

have had on the students at the CER. Firsthand accounts from children in Mexico in the post-

Revolutionary period are unfortunately uncommon, verging on near impossible to find. 

Therefore, the official discourse surrounding children is dictated by the content produced by 

adults in the period and then constructed, in turn, by the adults that study these documents, 

images, and official strategies. Reviewing these policies is necessary to understand what it was 

like for children growing up in mid-twentieth-century Mexico, but it tends to neglect the 

Mexican children that then had to fit into the rhetorical spaces these adults constructed for 

them.136 That is not to say children did not enthusiastically participate in the national Mexican 

aesthetic and revitalization that occurred in the years after the Revolution. I would argue quite 

the opposite: it is the fact that their voices were often heard by the Mexican government 

 
136 Albarrán, Seen and Heard in Mexico, 33. 
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throughout the 1920’s to 1940’s that makes their exclusion in the contemporary scholarship all 

the more baffling. The archive at the Centro Escolar is not only a way to examine the ways 

children may have actively participated in the state-produced narrative for Mexican childhood in 

the 1940’s and 1950’s. Children posed for photographs, acted out scenes in plays, listened or 

participated in radio programs, and then went home and told their parents about what they 

learned in school, passing on their specific knowledge and experiences to their families.  

The scrapbooks within the archive highlight the significance on personalized 

participation in revolutionary ideals. Schoolchildren at the CER may have created these 

scrapbooks with their own hands. Perhaps it was a shared task, wherein different students could 

create each different page. They could have gone over the pictures from the festivals they 

attended and tried to select the best one to adhere within the scrapbook, going over the memories 

of the day as they discussed the photographs with their peers. Small hands could have cut out the 

articles and images that they decided would best illustrate the message they were trying to 

convey, recalling their own participation in a puppet show or radio program. It can be assumed 

that scrapbooks were intended for adults to view the finished projects, so perhaps there was 

consideration as to what looked the most attractive or what fit their teacher’s instructions the 

best. Each page of the scrapbook represents a series of deliberate artistic choices on behalf of the 

creator. They are personal, unique objects that more directly express children’s participation in 

the post-revolutionary idealism. The scrapbooks represent a process in which students could 

actively curate a specific narrative about these kind of experiences, whether it be in community 

programs, clubs, or even festivals.  

Though created decades apart, the scrapbooks can be taken as evidence of the efficacy of 

the murals within the primary school. While the murals are evidence of a larger artistic 
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movement attempting to convey messages to a generalized public, the scrapbooks can therefore 

be a tool in measuring the mural’s success. The ideals of the revolution had been internalized by 

the students at the CER, and manifested themselves in a moment of creative art-making. No 

longer are these messages hanging above their heads; they have materialized through their own 

craft that they, in turn, likely would have used to have their own artistic impact on others. These 

children, with varying degrees of enthusiasm and understanding, participated in the new cultural 

spaces offered to them and engaged with new models of education, citizenship training, and 

national identity, and the documentation of this process serves not only as a reminder to those 

left behind and outside of this framework, but how the state ideologically constructed this 

participation.  

This thesis, by design, is inherently Mexico-City-centric, as this is where the CER is 

located. Of course, not all children were exposed to official constructions of the symbolic child; 

some could not attend school because they were needed to work at home, others attended so 

irregularly that it made educational programs essentially meaningless. Teachers were often 

forced to filter material according to personal beliefs or for time constraints, and Catholic 

families were known to withhold children from schools deemed too radically 

anticlerical. Additionally, because middle-and upper-class urban children had more access to 

international children’s visual content, they compared their own government-produced 

educational content against the less Mexico-positive visual media from other countries such as 

the United States. These factors and more make it impossible to create a singular and cohesive 

idea of revolutionary Mexican childhood, and make it important to recognize the plurality of 

Mexican childhoods that was possible in an era that celebrated monolithic representations of the 

nation.  
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It is exactly because of this diversity that acknowledging these types of art becomes so 

critically important. While the Centro Escolar has unique circumstances surrounding it, it is in no 

way an entirely original space. It can be assumed within at least a few of the thousands of 

schools constructed in Mexico throughout the post-revolutionary period, several received their 

own mural cycles as well, or had their students construct scrapbooks, or engage in any other 

number of artistic practices. Children in different regions, of different socio-economic classes, 

and of different cultural backgrounds would have understood these artworks all very differently, 

and had their own conceptions of the art that surrounded them. This impact should not be 

entirely relegated to the past either. The children at the CER went on to become adults, some of 

whom may have become government officials, teachers, or other professionals, their own 

agendas intrinsically linked to the messages they learned as a child. The impact reaches into the 

present as well. Though starting to fall into a state of decay, the murals and these scrapbooks still 

offer profound insight and have a political and historical impact on the past, present, and future. 

Though the scrapbooks are safely stored in an archive, children today are still passing in front of 

the murals that decorate the interior of their school. I myself was personally impacted, unable to 

forget the image of looking at up at Reyes’s three cowering children as I visited the school on a 

sweltering July day in 2019.  
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Appendix 

 
Figure 1. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p.58.  
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Figure 2. View of the Centro Escolar Revolución from the metro station in front of it. 

Photograph by the author, July 2019. 
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Figure 3. The trio of murals on the west side of the Centro Escolar’s entrance. From left to right: 

Gómez Jaramillo, Dictadura, 1936; Raúl Anguiano, Represión porfirista, 1937; Gómez 

Jaramillo, Represión, 1936 (12.3.2.). Photograph by author, July 2019 

 

Figure 1a. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p. 58. The grouping of three murals has been marked via the black 

box and is designated (from East to West) as Gómez Jaramillo, Dictadura, 1936 (12.3.1); Raúl 

Anguiano, Represión porfirista, 1937 (12.1.3); Gómez Jaramillo, Represión, 1936 (12.3.2.).  
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Figure 4. The trio of murals on the west side of the Centro Escolar’s entrance. From left to right: 

Everardo Ramírez, Los maestros rurales, 1936; Everardo Ramírez, Las religiones, 1937; 

Gonzalo De la Paz Pérez, Alegoría del socialismo, 1936-1937. Photograph by author, July 2019.  

 

Figure 1b. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p. 58. The grouping of three murals has been marked via the black 

box and is designated (from West to East) as Everardo Ramírez, Los maestros rurales, 1936 

(12.5.1); Everardo Ramírez, Las religiones, 1937 (12.5.2); Gonzalo De la Paz Pérez, Alegoría 

del socialismo, 1936-1937 (12.2.1.).  
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Figure 5. Front vestibule of the Centro Escolar Revolución, facing the street. From left to right; 

Antonio Gutiérrez, Los cristeros, 1936 (12.4); Raúl Anguiano, Las nuevas generaciones, 1937 

(12.1.2); Gonzalo De la Paz Pérez, El facismo y el ciero contra la cultura, 1936 (12.2.2.); Raúl 

Anguiano, El facismo destructor del hombre y de la cultura (12.1.1); Aurora Reyes, Atentado a 

la Maestra Rural, 1936. (12.6). Photograph by author, July 2019 

 

Figure 1c. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p. 58. The grouping of five central murals have been marked via the 

black box and is designated (from West to East) as Antonio Gutiérrez, Los cristeros, 1936 (12.4); 

Raúl Anguiano, Las nuevas generaciones, 1937 (12.1.2); Gonzalo De la Paz Pérez, El facismo y 

el ciero contra la cultura, 1936 (12.2.2.); Raúl Anguiano, El facismo destructor del hombre y de 

la cultura (12.1.1); Aurora Reyes, Atentado a la Maestra Rural, 1936. (12.6). 
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Figure 6. Everardo Ramírez, Las Religiones, 1936. Fresco. Exact dimensions unknown. Centro 

Escolar Revolución, Mexico City, Mexico. Photograph by author, July 2019. 
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Figure 7. Gonzalo de la Paz Pérez, Alegoría del Socialismo, 1936-37. Fresco. Exact dimensions 

unknown. Centro Escolar Revolución, Mexico City, Mexico. Photograph by author, July 2019. 
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Figure 9. Everardo Ramírez,  Los Maestros Rurales, 1936. Fresco. Exact dimensions unknown. 

Centro Escolar Revolución, Mexico City, Mexico. Photograph by author, July 2019. 
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Figure 10. Aurora Reyes, Atentado a la Maestra Rural, 1936. Fresco, 4m x 6m. Centro Escolar 

Revolución, Mexico City, Mexico. Photograph by author, July 2019. 

 

Figure 1d. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p. 58. Reyes’s mural, Atentado a la Maestra Rural (1936), has been 

marked via the black box and is designated as 12.6.  
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Figure 11. Diego Rivera, La Maestra Rural, 1923 (detail). Fresco. Exact dimensions unknown.  

Secretaría de Educación Pública, Mexico City, Mexico. Agefotostock/Richard Marschmeyer. 

Reproduced with permission from Alamy Stock Photo.  
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Figure 11a. Diego Rivera, La Maestra Rural, 1923. Fresco. Exact dimensions unknown.  

Secretaría de Educación Pública, Mexico City, Mexico. Agefotostock/Richard Marschmeyer. 

Reproduced with permission from Alamy Stock Photo.  
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Figure 12. Antonio Gutiérrez, Los Cristeros, 1936. Fresco. 4m x 6m. Centro Escolar Revolución, 

Mexico City, Mexico. Photograph by author, July 2019. 

 

 
Figure 1e. Floor plan of the Centro Escolar, reproduced from Guía De Murales Centro Histórico 

De La Ciudad De México, p. 58. Antonio Gutiérrez’s mural, Los Cristeros (1936) is designated 

with a black box on the left (12.4); Reyes’s mural, Atentado a la Maestra Rural (1936), has been 

marked via the black box on the right (12.6.).  
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Figure 13. Unknown artist, No title. 1940-50’s. Unknown medium. Unknown size. Archive at 

the Centro Escolar Revoluciόn, Mexico City, Mexico. Photograph by author, July 2019. 

 

 
 

Figure 14. Unknown artist, No title. 1940-50’s. Unknown medium. Unknown size. Archive at 

the Centro Escolar Revoluciόn, Mexico City, Mexico. Photograph by author, July 2019. 
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Figure 15. Front Cover of Scrapbook F-3. Approx. 11” x 14,” 1947. Photograph by author, July 

2019. 

 

 
 

Figure 16. Committee Plan Page of Scrapbook.) 1947. Photograph by author, July 2019. 
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Figure 17. Becker , Hallye. ‘Comité de Alumnas,’ Scrapbook F-3. 1947. Photograph by author, 

July 2019. 

 

 
 

Figure 18. Becker, Hallye. (Programa del Radio). Scrapbook F-4. 1947. Photograph by author, 

July 2019. 
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Figure 19. Becker , Hallye. (‘Fiesta de Primavera Marzo 1947),”Scrapbook F-4. 1947. 

Photograph by author, July 2019. 

 

 
 

Figure 20. Becker, Hallye. (Teatro Breve Paran Ninos), Scrapbook F-4. 1947. Photograph by 

author, July 2019.  
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Figure 21. Becker, Hallye. (La Tarantela), Scrapbook F-6. 1947. Photograph by author, July 

2019. July, 2019.  

 

 
 

Figure 22. Dia del Soldado, 27 de abril 1947), Scrapbook F-6. 1947. Photograph by author, July 

2019.  
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Figure 23. The author standing in front of three of the murals at the Centro Escolar Revolución, 

Mexico City, Mexico. The author is 5’ 7 in., roughly 5’ 8 in. in their boots for reference. 

Photograph by Suzi Becker, July 2019. 

 

 
Figure 24. Left: The author standing in Aurora Reyes’s Atentado a la Maestra Rural at the 

Centro Escolar Revolución, Mexico City, Mexico. The author is 5’ 7 in., roughly 5’ 8 in. in their 

boots for reference. Photograph by author, July 2019. 

Right: Front Cover of Scrapbook F-3. Approx. 11” x 14,” 1947. While the hands pictured are not 

the author’s, the hands pictured are an adult woman’s hands, which provides an approximate 

reference to how large the scrapbook is when being handled. Photograph by author, July 2019. 
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