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Writing in Santiago de Guatemala (present-day Antigua) in
the second half of ihe sixteenth century, the conquistador
Bernai Díaz del Castillo (ca. 1495-1584) recalled one of his
early encounters Mth the itidigenous people of the Ameri-
cas.' U occurred on Easter Sunday in 1519 near the port the
Spaniards called San Juan de Ulúa, an island just oö the Gulf
Ooast of Mexico. There, a man Diaz identified as tlie gover-
nor of a communit)' loral to the Aziec Emperor Moctezuma U
arrived with his entourage to greet and exchange gifts with
Hernán Cortés, the leader of the Spanish expedition." .\fter
bowing to Cones three times, the governor—whom Diaz calls
"Tendile"—presented him with gold, woven cotton, fish, and
other foodstußs. Cortés responded with countergifts that
included a wooden chair, glass beads, a necklace, and a
crimson cap.^

Accounts of such ritual exchanges between Spaniards and
the inhabitants of Aztec Mexico abound in Diaz's memoir,
published in 1632 as La historia verdadera de la conquista de la
Numu España {The Tnie History of ihe Cunquesi of New Spain),
and in other sixteenth-centur)' chronicles of exploration in
tJie New World.^ The incident that follows this interaction,
however, is more unusual:

Tendile brought with him the great painters (hat they have
in Mexico, and he ordered them to paint [pintar al natu-
rall an image of the face, body, and features of Cortés and
of all of the captains, and the soldiers, and the boat.s and
sails, and the horses . . . and even the two hounds, tlie
artiller)' pieces, the cannon-balls, and the entire army he
had brought, and he [Tendile] took it to his lord [Mocte-
zuma]/'

The author's description of the Indians' production of this
painting is remarkable. Tf such an image truly existed, it
would be of great interest to both the history of art and the
hi5tor\- of perception, as one of the earliest documented
pictures of Spaniards made by indigenous people in the
Americas, and it could reasonably be called the first work of
colonial art—or, alternatively, the last work of Aztec an—in
Mexico. But since no painting that can be securely identified
as the one produced on Easter Sunday of 1519 has sumved,
in order to imagine what such a picture might have looked
like, the reader is inevitably left to rely on the passage. And in
conjuring up that vision, the reader confronts the problems
that ensued when sixteenth-century Spaniards attempted to
convey the practices and products of visual representation in
Aztec Mexico.

In examining some of those problems, I am not aiming to
uncover new information about Aztec art, a subject that has
been carefully researched through the tise of archaeological
data, ethnohistorica! texts, and an historical methods.*' Nor
do I intend to determine whether or not the episode re-

counted by Diaz actually occurred or to reconstruct the com-
position of the painting allegedly produced in 1519. Instead,
I explore the wa)« in which early modem rhetoric and ico-
nography—here, the text by Diaz, related texts by Francisco
López de Gomara and .^ntonitj de Solis, and a painting that
depicts the incident said to have occurred at San Juan de
Ulúa—constructed a distoned view of painting in Aztec Mex-
ico and entangled it in the conventions of colonial historiog-
raphy. This conclusion is rooted in the u neon trove rsial
premise that representation—here, in the form of colonial-
period texts and images—is not a transparent window onto
the past. As such, the representation of Aztec painting poten-
tially tells us less about that practice than it does about the
anxieties and expectations of tho.se who produced the texts
and image under consideration. ' Recent scholarship suggests
that painting—practiced by both Aztecs and Spaniards—pro-
vided a site for cimtact and compatibility berween the two
cultures.^ However, it was also a topos that gave shape to early
modern conceptualizations of historiographie authority and
cultural difference.

Bemal Díaz and the Aztec Painters
In writing about the production of the painting at San Juan
de Ulúa in 1519, Bemal Díaz noted that Governor Tendile
brought a group of "great painters" in his retinue, but that
those artists had collaborated to make just one painting ("he
took if) displaying all of the people, animals, and things
mentioned in the passage. Evidence from the history of art
indicates that such a picture would have employed the
grapliic conventions seen in codices or painted cloths {lien-
zos) of the sort prodticed in pre-Hispanic and colonial Mex-
ico.^ Those formaLs for painting served as vehicles for the
visual representation of history, space, economic transac-
tions, and ritual practice,'" and an examination of some
extant works of this type demonstrates the style and artistic
conventions indigenous painters working in the service of
Moctezimia might have used in 1519." Consider, for exam-
ple, the first illustrated page in x\\e Codex Mendoza (Fig, 1),
a manuscript produced in or around Mexico City in about
1540.'^ It depicts the founding and early history of Tenoch-
tidan, the Aztec imperial capital whose invasion and conquest
was nanated by Bernai Diaz. Tlie artist identified the city by
its name (drav\n as a large hieroglyph at the center of the
page) and rendered it as a rectilinear island surrounded and
partitioned into quadrants by blue bands of water. His use of
heavy contour lines, fiat areas of color, a "scattered" two-
dimensional spatial scheme, and standardized hieroglyphic
icons is characteristic of the painting style scholars believe
was prevalent in Aztec Mexico.'' But what is perhaps most
helpful as an indicator of how the indigenous painters on the
Gulf Coast might iiave ponrayed Cones and the men who
accompanied him is tlie Codex Mendoza artist's representa-
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1 Tenochtillan, from the C ôdex
Mendoza, ca. 1540, ink and wash on
paper. 12% X 8'/¿ in. The Bodleian
Library, University- of Oxford. MS
Arch Seiden A.I. fol. 2r {artwork in
the puhlic domain; photograph
provided by the Bodleian Library)

tion of the human figure. Placed throughout the city's four
quarters are Tenochtitlan's ten founders, show-n seated.
Their faces drawn in profile and their bt)dies covered in
cloaks, they are nearly identical in appearance and are dis-
tinguished from one anotlier only by their names, rendered
as hieroglyphs adjacent to or above their heads.'^ Near the
bottom of ihe page the artist employed similar conventions in
his delineation of four additional men as pairs of warriors
engaged in battle.'"'

Tliis way of representing the human form recurs with some
modifications throughout the corpus of visual imi^ery pro-
duced by indigenous painter? in colonial Mexico. On a page
in the Codex Telleriano Remensis (ca. 1560-70), a figuie

resembling the founders of Tenochtitlan in the Codex Men-
doza appears near the center of the left edge (Fig. 2)."^ The
artist used a similar graphic vocabulary in his depiction of
three Spaniards in the same pictorial space. One of them,
placed near the upper left comer of the page beneath a glyph
representing the year 1529, is identified in the accompanying
alphabetic text as the conquistador Nuiio de Guzman. Drawn
with black contour lines and flat areas of color, Guzman's
face appears in profile, and he is distinguished as a Spaniard
(rather than an Aztec) by his beard, his clothing, the horse he
rides, and the cross he carries. Beneath him are two other
Spaniards, and they, too. are depicted in the visual language
of the Aztecs." Seated on cumies, or hipjoini chaii^, rather
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2 Evenis in tfw Ymn ¡529-1531, from
the Codex Telleriano Remensis.
ca. 1560-70. ink and wa.sh on paper.
12'/4 X 8'/j in. Bibliothèque Nationale
de France, Paris, MS Mexicain 385,
fol. 44r (artwork in the public
domain; photograph provided by tlie
Bibliothèque Naüonale de France)

than reed mats to symbolize their authority,"* the Spaniards
are accompanied by hieroglyphic renderings of their names
written next to them.

As Stephanie Wood notes, suits of armor, beards, horses,
and wooden chairs were adopted as standard elements in the
iconography of Spaniards by early colonial Mexican manu-
script painters.'^ The twenty-fii-st-century reader might rea-
sonably suppose that the painters Diaz observed would have
used these conventions or similar ones to produce the ¡mage
of the Spaniards, their ships, and their weapons In 1519.
Indeed, two images of Cortés made by native artists in the
second half of the sixteenth century demonstrate this graphic
vocabulary. Painted on a long strip of bark paper recording
the pictorial history of Tepechpan, a central Mexican town,
the conquistador first appears beneath the hieroglyphic sym-
bol 1 Reed (1519) to mark the arrival of the Spaniards in
Aztec Mexico (Fig. 3).^" Like the warriors in tlie bottom
register of the page from the Codex Mendoza (Fig. 1 ), Cortés
stands with one foot in front of the other. His bearded face
shown in profile, he wears a hat, tunic, and boots and holds
a lance in his left hand. He is show-n again on the same
painted cloth, known as the Tira de Tepechpan, in association
v\ith the year 4 Rabbit (1522) (Fig. 4). In that image, how-
ever, the painter included the hip-joint chair and a plumed
hat to mark him as a Spaniard.^'

Might these images allow the reader to iinagine the kind of

painting said to have been produced at San Juan de Ulúa in
1519? Diaz's account of what ultimately happened to the
picture he described problematizes this view of the image and
its likely formal characteristics. Diaz reported tJiat six or
seven days after the initial encounter wiUi Cortés, Governor
Tendile returned to the site of the original meeting with an
addition to his entourage:

With them came a great Mexican chief who, in his face,
features, and body, resembled Cortés. And Moctezuma
had sent him intentionally; for, as they said, when Tendile
took the rendering of Cortés, all of the important men
who were with Moctezuma said that one of them—who was
called Quintalbor—resembled the conquistador. .\nd that
•was the great chief who came with Tendile. Ai\à since he
resemhled Cortés, we actually called the two "their Cortés"
and "our Ck>rtés.'' '̂̂

In light of the history of Aztec painting and its reliance on a
glypbic representation of the human form, this part of the
story is surprising. It describes the picture as being so realistic
that it prompted the .^ztec emperor and his cotartiers to
recognize the resemblance between the painted image of
Cortés and a man known to them: Quintalbor, a "great
Mexican chief." Here it is cnicial to emphasize that the stor\'
cannot be taken as reliable evidence about either formal
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centuiy, ink and wash on bark paper. Bibliothèqui' Nationale
de France, Paris. MS Mexicain 13-14 (artwork In the public
domain; pbotograpb pro\idcd by the Bibliotlièque Nationale
de France)

4 Hernán Curtes in 1522. detail, from Tim de Tepechpar).
Bibliotbèque Nationale de France, Paris, MS Mexicain 13-14
(art^'ork in tbe public domain; photograph provided by the
Bibliothèque Nationale de France)

characteristics of Aztec painting or about Moctezuma's recep-
tion of such a painting. Diaz does noi claim to have witnessed
the emperor's recognition of this resemblance of the t\so
men's faces, features, and bodies. He does, though, assert his
own recognition ofa physiognomic similarity- between them,
ultimately referring to them as "their Cortes" and "our
Cones." The implication of the story is that only a precise and
realistic painting of Cones could have enabled Mocteztima to
identify Quintalbor as the Spaniard's double. Diaz does not
u.se the word retrato, or "portrait," but his words evoke the

5 Titian, Charles V ii'Hh a Dog, 153'A, oil nn canvas, 75-yU X
43yi in. {192 X 111 cm). Museo del Prado, Madrid (artwork
in the public domain; photograph by Erich Lessing, provided
by Art Resource, NY)

sense of those terms in referring to the production ofa visual
image ofa person that faithfitlly imitates the appearance of its
referent. ^ The passage resonates, for example, with the con-
ventions of sixteenth-centiny state portraits like Titian's
Charts V ivith a Dog {153.S, Fig. 5) .̂ •' That portrait features a
realistic rendering of a man's face in a three-quarter \icw and a
detailed representation of his body and features, like the paint-
ing described b\' Diaz, it also shows bim accompanied by a dog.

Some sixteenth-centurv- European likenesses of Cortés
tnanifest a similar degree oí physiognomic specificity, whicb,
one imagines, could have made possible the recognition ofa
resemblance between the picttire and a living person (Fig.
6).""' Tbe histoiy of at t in colonial Mexico (or, as tJie Span-
iards called it, "New Spain'')^^ shows tbat indigenous painters
would ultimately employ some of tbe conventions of this kind
of lUusionistic European imagery in combination with the
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6 Pmimit oj Hem/in Cortes, ca. 1575, oil on wood, 25% X
20y^ in. (65.3 X 52.9 cm). Yale Univt-rsily Art Gallt-n', New
Haven. University purchase from James Jackson Jarves (artwork
in the public domain; photograph provided by the Yale
University Art Gallery)

long-standing hieroglyphic tradition to produce what mod-
em \iewers see as stylistically hybrid imager)'. An example of
such an image appears in the late-sixteenth-centuiy native-
style manuscript known to scholars as the Codex AzcatitJan."'
The drawing, near the end <if the doctiment, illtistrates a
gtoup of Spaniards accompanied by indigenous porters and
their translator, a woman named Malinche (Fig. 7).^^ It in-
cludes many of the subject.s mentioned by Día/ and presents
elements of botli the Aztec and the European graphic tradi-
tions. The full-length figures, most of tliem with their heads
in profile, are drawn with contour lines and are set in an
indeteniiinate space. Their clotliing, hairstv'Ies. armor, and
skin color signal membership in distinct cultural and ethnic
groups. At the same time, the draftsman used a three-quarter
view to depict the faces of Cortés and Malinche, rendered
shadows cast on the ground and the folds of the banner that
billows above them in darker shades of color, and overlapped
some of the figures to create a sense of pictorial depth. This
distinctly colonial image demonstrates some of the visual
ctiltttraJ dyTiamics of early modern Spanish colonialism in
Mexico,^' but it is not the kind of picture the Indian painters
would have produced at San Juan de Ulúa in 1519.

Diaz's siory aboui thai painting, then, poses a challenge to
the histor\' of Azïec and early colonial art in Mexico. For even
in the images from the Tira de Tepechpan and the Codex
Azcatitlan, produced decades after the events recoimted by
Diaz, the artist's rendering of Cortés would not have permit-

7 Herruhi C,iirli-\ ileiail. iioin the C^odcx .Azcaliüaii, liiif I6th
ceiuuiy. ink and wash on paper, 9% X 11% in. Bibliothèque
Nationale de France, Paris, MS Mexicain 59-64, fol. 22\-
(artwork in the public domain; photograph provided by the
Bibliothèque Nationale de France)

ted a viewer to recognize a striking physiognomic resem-
blance between a person and his representation in the pic-
ture. Acknowledging this contradiction, Maria Concepción
Carcía Sáiz proposes that tiie story in Diaz's chronicle should
not be taken at face value btit rather "should be understood
as filtered by distance and by a Westernized interpretation of
reality."^ This is a reasonable reading of the passage, but a
closer look at the process through which the story was "fil-
tered" provides further insights into the ideological dimen-
sions of the representation of Aztec representation.

"Pintar al natural"
The genealog)- of the tale told by Diaz suggests that his
emphasis on the painting's verisimilitude may have derived at
least in part from an earlier version of the episode published
in the mid-sixteenth centtir>\ The story first appeared in print
in the Historia de las Indias (History of the Indies) by the
Spanish historian and cleric Francisco López de Cómara
(1511-1564). Published in Zaragoza, Spain, in 1552 and in
other subsequent sixteenth-century editions,*' the Historia de
las Indias includes a narrative of the conquest of Mexico in
which the author presented a slightly different version of the
encounter that occurred on Easter Sunday in 1519. He wrote
that after Cortés and Governor Tendile (whom he calls Teu-
dilli) exchanged presents, heard mass, and shared a meal,
Indian messengers left to inform Moctezuma about all that
had happened. Among the things those messengers took to
the Aztec emperor, López de Gomara said, was a painting:

They took a painted image of the Horses. . . [and] the
style of Weapons [and] what—and how many—firearms
there were; and how many bearded men and ships there
were. And in that way he [Tendile] informed him [Mocte-
zuma] how he saw them, sa)ing how many and how large
they were. [Tendile] ordered that all of this be painted
{pintar al natural] on woven cotton, so that Moctezuma
tnight see it.̂ ~
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López de Gomara's text is briefer than that of Diaz, but it
nonetheless contains enough detail that the reader might
assume that its author had actually seen the picture. López de
Gomara, however, had never been to the .\mericas, and his
history of the conquest of Mexico was based entirely on
information gleaned from other sources. Among these
sources was Hernán Cortés himself. López de Gtimara had
served as the conquistador's peiüonal secretary and chaplain
in Spain from 1541 to 1547,'̂ ^ and in his account of the
conquest he refers to a "report [relación]" sent by Cortés to
the Holy Roman emperor that he claimed was in his posses-
sion. Scholars have speculated that this report may have been
the one that subsequently came to be known as Cortés's "First
Letter" to the king,^* but the version of that text that has
come down to us today makes no mention of the production
of a painting during the encounter with Tendile."'"' Other
sixteenth-century accounts of the conquest of Mexico also
mention the episode at San Juan de Ulúa and the exchange
of gifts between Spaniards and Indians, but they, too, omit
any reference to the prodtiction of a painting.^'' What, then,
was López de Gómara's source for the story?

It is possible that the episode actually happened and that
Cortés personally witnessed it and related it to López de
Gomara in the 1540s. It is also possible that the historian
invented it, fusing aspects of sixteenth-century European
painting practice uith details from reports of indigenous
painters and paintings in the works of other authors. For
example, in Cortés's so-called "Second Letter" to the
king—to which López de Gomara would have had access^'—
the conquistador recoimted a scene in which he had asked
Moctezuma about the existence of rivers or inlets along the
coast where his ships might safely put down their anchors. He
noted that the Aztec emperor responded by commissioning
something resembling a map for him. "They brought me a
cloth [paño]" he wrote, "on which the entire coast was de-
picted.""*" Gortés subsequently made another reference to
the production of paiutings in .\ztec Mejdco in his listing of
the goods sold in Tenochtitlan's main marketplace, observ-
ing that "they sell as many pigments for painters as can be
found in Spain."'*''' Similarly, Peter Martyr, in the "Fifth De-
cade" of his De orhe novo (On the New World), refers to a
"native painting representing the tovm of Temistitan [that is,
Tenochtitlan] with its temples, bridges, and lakes."'*" Per-
haps most closely related to the passage in López de Góma-
ra's Historia de las Indias is one from the chronicle of Andrés
de Tapia, who reported thai in Tenochtitlan Moctezuma had
shown Cortés "eighteen ships painted on a cloth [manta],
with five of them wrecked on the coast and overturned in the
sand." He continued: "This is the way they have of relaying
news about the things that they really want lo tell.'"*' López
de Gomara relied on Tapia as one of his sources.''^ and the
two authors' descriptions of Aztec painting are similar in
their inclusion of not only the subjects depicted (that is,
Spaniards, horses, ships, and weapons) but also the quantities
of those things they saw.

Having read Tapia's repon. López de Gomara may have
assumed that if Moctezunia's govenior in San Juan de L'h'ia
wanted to inform the Aztec emperor about the Spaniards'
arrivai, ihen he would have done so by v̂ -ay of a picture
painted on a cloth. For now, the genesis of this episode in tlie

Historia de las Indias must remain the subject of speculation.
Its relation to Diaz's account, though, is clear, and its pres-
ence in that chronicle attests to Diaz's well-documented use
of López de Gomara as a point of reference in his own
narrative.*^ The affinity between the tv\'o texts is ftirther
demonstrated by both authors' use of the phrase "pintar al
natural." The appearance of this terminology in boUi versions
is noteworthy because while it seems to refer to a particular
mode of image production, it is not widely seen in sixleenth-
and seven teen th-cen tu ry Spanish treatises on painting. In his
Arte de la pintura, Francisco Pacheco does not employ the
term even once. He does, however, use the substantive "el
natural" a number of times to mean the living or real subject
of a painting. In a passage concerning the images of saints in
an altarpiece by Quentin Massys in Antwerp, for example.
Pacheco remarked that "all of tlie figures are larger than life
and very skillfully colored witli oil paints [todas figuras son
mayores que el natural y muy diestramente coloridas a olio] ."*'' This
usage of "el natural" supports the hypothesis that López de
Gomara and Diaz were referring to painting "from life"—that
is, with the painters observing the actual people and things
they were representing rather than using a drawing, another
painting, or a statue as their models.

Yet, when Pacheco discussed the practice of painting "from
life," he used the terms "retratar del natural" or "pintar del
natural,"^" and in other early modern texts, "pintar al natu-
ral" has a slightly different sense. In chapter nine of part one
of Miguel de Cervantes's Don Quijote de la Mancha (1605), the
author tells of his discovery in a marketplace in Toledo,
Spain, of some notebooks that contained the original vei"sion
of the story written in .Ajabic. Cervantes relates that after he
purchased the notebooks from a silk merchant, he notes an
image in one of them that he describes in great detail:

The hrst notebook contained an image painted veiy real-
istically [pintada muy al natural] of the battle of Don Qui-
jote against the Basqi:e. shown in the same way that the
story says: with their swords raised, one of them protected
by a shield, the other by a cushion; and the Basque's mule
was so lifelike that even from a distance he looked like the
kind of animal one could rent."**'

Here, the phrase "painted very realistically [pintada muy al
natural]" characterizes a visual image whose relation to what
it represents is so close that one of its elements—"The
Basque's mule"—is described as "lifelike."*' In this context,
the phrase "pintar al natural," then, would seem to apply to
not simply the practice of painting "from life" but rather the
production of a mimetic image.**

The question of whether López de Gomara and Díaz were
referring to painting "from life," painting a "lifelike image,"
painting a "lifesize image," or the sum of all of these possi-
bilities might be the subject of fruitful debate by art historians
and scholars of the Spanish chronicles. Wiiat is clear is that
the use of the term depends on a tenet of an theory from
classical antiquity that conceived of painting as the "imitation
of nature."*'" Among the disseminators of that principle in
Renaissance Europe was Leon Battista Albeni, who in the
early fifteenth centtiry had recommended the smdy of nature
as the way to paint images of faces and other complex sur-
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faces: "There is no surer way than to look at Nature, and
obser\e long and carefully how she, the wonderful maker of
Lhings, has composed the surfaces in beautiful members. We
should apply ourselves with all our thought and attention to
imitating her."^" Alberti constructs a narrative of painterly
practice in which the artist's careful observation of nature is
followed by his or her similarly careful use of pigments and a
brush to imitate what he or she sees.̂ * Attesting to the
prevalence of these ideas in the sixteenth-century Hispanic
worid is the treatise on painting by Felipe de Guevara, a
contemporar)' of both Diaz and López de Gómara.^^ Entitled
Comentarios de la pintura (Commentaries on Painting), the
tract deals with the history of the medium, its practitioners in
classical antiquity, and the materials and techniques they
employed.^'^ In it, Guevara—like Alberti and otheiï—defined
painting as "the imitation . . . of something that exists, or
could exist, in nature."^''

The description of the Indians' painting in the chronicles
of López de Gomara and Díaz thus presents painterly prac-
tice in Aztec Mexico as inherently similar to its counterpart in
Renaissance Europe. This condition contrasts with modem
views of Aztec painting,^^ but it partakes of a broader phe-
nomenon in early modern colonial discourse that James
Lockhart has called "double mistaken identity": "Each side
takes it that a given form or concept is essentially one already
known to it, operating in much the same manner as in its own
tradition, and hardly takes cognizance of die other side's
interpretation."^^ The use of the phrase "pintar al natural"
by Diaz and López de Gomara might be explained as an
example of this kind of "mistaken identity."" That is, the
authors—like Gortés, Tapia, and other sixteenth-century
Spaniards—may have conceived of the native painter's use of
reeds to apply pigments to pieces of deer hide, paper, or
cotton cloth as identical to the kind of painting Alberti and
Guevara defined as the imitation of nature."^^ Just as there
were "their Cortés" and "our Gortés," there were also "their
paintings" and "our paintings."

Other sixteenth<entury authors made clearer distinctions
between the kind of \isual imagery produced by the native
people of the Americas and that of the artists of Renaissance
Europe. Looking at what he called the "books" of the Indians,
Peter Martjr concluded, "Their characters are entirely differ-
ent from ours . . . they almost resemble the hieroglyphics of
the ancient Egyptians. Among the figures may be distin-
guished those of men and animals, especially those of kings
or great lords."^^ Guevara, too, compared the Indians' paint-
ing style to that of the Egyptians, and his description of an
image produced in the Americas pro\ides a striking counter-
point to the accounts by López de Gomara and Díaz:

WTien a chief [cacique] wanted to order some of his
subjects to send him four hundred warriors, they painted
a man with a weapon in his hand [and] one foot in front
of the other as if he were walking, and above the head of
this man they place a circle, inside of which they put four
dots to signify [the number] four hundred. .\nd in this way
they represented in painting the expeditions that the \'as-
sals of His Majesty and the [cacique's subjects] made in
the conquest of Mexico and other places." '̂

Guevara's perception of the painter's representation of a
group of four hundred warriors as "a man with a weapon in
his hand [and] one foot in front of the other" evokes a
hieroglyphic image like that in the lower register of the page
from the Godex Mendoza (Fig. 1). His characterization of the
painting emphasizes ÍLS difference from the mimetic imagery
discussed in the rest of his tieatise, and he remarks on that
distinction in the text, asserting that the Indians' "imitative
imagination" is "not very polished," but aiguing that it even-
tually could be improved. "They would advance in this art,"
he wrote, "with ease and great benefit."**'

These passages in the sixteen th<entury texts of López de
Gomara. Diaz, and Guevara demonstrate the complex play of
similarity and difference that pervades tlie discourse of colo-
nial encounter in the early modem Hispanic world,**̂  for the
two historians' reference to pictorial naturalism clashes with
their contemporary's suggestion tliat the Indians' "imitative
imagination" is underdeveloped. Of the three texLs in ques-
tion, it is Guevara's that comes closest to conveying the kind
of imager)' a modem reader might expect to have seen in a
picture produced by Tendile's painters in 1519. And
strangely, it is the account by Diaz—the only one of the three
writers who could have witnessed the event he related—that
seems the most distorted.

The Eyewitness and the Description
The paradox that Diaz's should be the most distorted version
may derive from the factors that motivated Diaz to record his
memories of the conquest in the 1560s and 1570s. "I just saw
what Gomara and [Gonzalo de] Illescas and [Paulo] Giovio
write about the Conquests of Mexico. . . . " he remarked. "And
from the beginning to the middle to the end, they don't
speak of what really happened."''^ These statements and
others scattered throughout his chronicle have compelled
scholars to see the correction of the historical record as one
of Diaz's aims.**̂  Indeed, he repeatedly argues that his par-
ticipation in the conquest of Mexico gave his version of the
stoiy of a degree of authority that others could not claim: "We
shall tell what we as eyewitnesses found to be true in those
times."'''' Underscoring his belief in the interrelatedness of
eyewitness testimony and truth, Díaz cites a number of cases
in which López de Gómara's reliance on the reports of others
had rendered his account false. His critique of his rival's
representation of the Spaniards' preparations for a battle in
the province of Tabasco, for example, relies entirely on the
motif of the eyewitness and is heavy with sarcasm:

Here is where Francisco López de Gomara sa\^ that Fran-
cisco de Moría came out on a dappled gray horse before
Gortés arrived with the cavalr>% and that with him were the
holy apostles Saint James [and] Saint Peter. . . . It could be
that, as Gomara says, the glorious Saint James [and] Saint
Peter were with him. and that I, as a sinner, was not worthy
of seeing them. But what I saw and recognized was Fran-
cisco de Moría on a chestnut horse arriving together with
Cortés. It seems to me that now, as I am writing, the entire
war was represented to me wiüi these sinners' eyes... .

Diaz's criticism of López de Gomara's version of the episode
continues with his insinuation that the other four hundred
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Spaniards who were with him had also failed to see the

The conquistador's insistence that eyewitness testimony is a
prerequisite to the writing of history Is grounded in the works
of scholars from classical antiquit)''** and anticipates the det-
inition of history (histoña) provided by Sebastián de Covarru-
bias, the royal rhapiain ro Philip III. in his Tesoro de la lengua
castellana o espafiola: "History: A narration or exposition of
past events. And in rigorous terms, it deals with tliose things
that the author of the history saw with his own eyes and attests
to them as an eyewitness."'*^ Diaz employ's a number t)f
literary devices to stress his status as an eyewitness to the
conquest of Mexico. These include his u.se of the fii"st person
and the quoted or reported speech of others as well as his
frequent inclusion of personal names, tlie numbers of men
killed or injured in battle, and vivid evocations of sounds,
smells, and sighLs.'" To this inventor) of rhetorical devices
can be added another: the detailed description of a painting.

Descriptions of real or imagined paintings (which many
scholars refer ti> as ekphrasm) ' ' were prevalent in the litera-
ture of western Europe in early modernitv/^ and among
those literar)' renderings of objects and images with which
Diiu would have been familiar were those of the portraiLs of
military heroes in Paulo Giovio's Elogios o vidas brpnes (k los
cavalleros antiguos (Eulogies or Short Biographies of the An-
cient KnighLs), a work that he cites (as noted above)." His
description of the painting produced on Easter Simday of
1519 employs a number of interrelated topoi to evoke tbe
immediacy and truthfulness of his nsion.^'' One of these is his
use of the phrase "pintar al natural"; anotlier is his use of an
anecdote to emphasize the verisimilitude of the imi^e. This
device—in wbich an eyewitness reacts in a remarkable or
surprising way to a demonstration of convincing realism—is
also prevalent in the writings of Philostratus and Giorgio
Vasari. The latter, for example, remarks on a portrait of Pope
Julius II by Raphael as "so lifelike and real that it made the
onlooker shrink from fear, as if their Pope were truly alive."'^

Diaz's reference to Moctezuma's supposed "recognition"
in the painting of Cortés's resemblance to Quintalbor also
echoes a number of passages in Vasari's Lives in which the
author records his own recognition of notable individuals in
miiltifigural compositions/** In a passage concerning a fresco
by Domenico Ghirlandaio depicting scenes from the life of
Saint Francis, for example, he wrote that the painting in-
chided a number of figures who marvel at the saint's resus-
citation of a dead child. "Among them are portraits of Maso
degii Alhizi, Messer Agnolo Acciaiuoli, and Messer Palla
Stiozzi, all important citizens who were ver)' promi-
nent. .. ." ' ' That passage serves to illustrate a more genera!
principle of pictorial perception that had been articulated by
Alberti:

The painter who has accustomed himself to taking every-
thing from Nature will so train his hand tliat anything he
attempts will echo Nature. We can see how desirable this is
in painting when the figure of some well-known person is
present in a historia, for although others executed witli
greater skill may be conspicuous in the picture, the face
that is known draws the eyes of all spectators, so great is

the power and attraction of something taken from Na-
ture.™

I cannot prove that Diaz had read the works of Philostratus,
Alberti, and Vasari, but the histor)- of ancient and contempo-
rary art was certainly one of his points of reference, for near
the end of his chronicle he praises the realisni of paintings by
Apelles. Michelangelo, and Berruguete.''* Regardless of
which particular texts or experiences might have informed
his knowledge about aesthetics, Diaz clearly drew on tliat
body of knowledge in writing about the Indians' painting of
the Spaniards, and thus the content of the passage may have
been shaped at least in part by its form.^"

Diaz's description of the painting and Moctezuma's (mis)-
identification of one of its figures as Quintalbor might also
be read in light of another of the chronicler's aims. In
addition to criticizing López de Gómara's lack of firsthand
knowledge about the Conquest, Diaz also had accused him of
unjustly amplifying Cortés's role in the campaign and thus
failing to appreciate the efforts of the many other men who
fought for him.**' He believed that the historian had a motive
for this bias: "It seems that Gomara was fond of speaking in
such a nattering way about the valiant Cortés. And we can be
certain that his palm had been gieased [le untaron las manos],
for it was to his [Cortés's] son. the Marquis, that he dedicated
his chronicle."^^ Giovio had similarly singled out Cortés for
praise, asserting that "among the famous Spaniards who, by
sailing the Ocean and discovering new lands, have attained
distinction, the most famous and renowned, I believe, was
Hernán Cortés."**^ Diaz's version of the story ahout the In-
dian's production of the painting in 1519 helps to undermine
that vision of Cortés as a singular, exceptional conquistador,
for it uses the motif of physical resemblance to assert that he
was not, in fact, unique. There was, Díaz wrote, another
Cortés in Mexico: an Indian chief who looked exactly like
him.

This intriguing story about a mimetic portrait that resem-
bled two different people might be taken as evidence for an
epistemological shift in early modernity in which—employ-
ing Michel Foucault's terminology—"words" broke free from
"things" and the "prose of the world" gave way to "classical
representation."'^'' But the episode also engages the concept
of resemblance on another level. The practices of both his-
toriography and painting in early modernity privileged vision
as the key to the production of the true or faitliful represen-
tation. The act historians defined as eyewitnessing is analo-
gous to the practice of painting "from life," and therefore the
concept of a "true" history was analogous to the \isual imag-
ery Pacheco (and others) referred to as the "true likeness
{retrato verdadero],"'^^ Moreover, as Anthony Grafton has
noted, the term historia was central to both historiography
and painting.**'' These multiple points of discursive intersec-
tion cast the Indians' painting of the Spaniards as a historia
within A Historia. In turn, the story of the painting's reception
underscores the fact that the eyewitness to its production
(that is, Bernai Díaz) was able to coiTectly identic the figure
of Cortés, while the later \iewer of the image (that is, Mocte-
zuma) misidentified him as t^intalhor. The story ultimately
reinforces the primacy of eyewitness testimony through the
topos of painting a mimetic image from life. At tlie same
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time, it uses painting's abilit\' to deceive (ejigañar) the \iewer
to demonstrate the unreliability of the testimony of those
who are not eyewitnesses.**' Diaz's story about the Aztec em-
peror's misidentiiication of Cortés's portrait thus illustrates
the principle on which he asserts tlie inaccurac)' of López de
Gómara's secondhand account of the conquest.

Antonio de SoUs and "The Finer Points of Imitation"
The chronicle that Diaz had written in Ciuatemala in tbe late
sixteenth century was first published in 1632 in Madrid as I^
historia verrladera de la cmiqimta de (a Nueva España ( The True
History oj tfie Coriquest of New Spain).*^ In tliat posthumous
publication, an editor had made changes to some parts of the
autograph mantiscript, but the stor\' about the Indians' pro-
duction of the painting on Easter Sunday of 1519 appeared
without modification. It soon attracted tbe attention of
Charles II's royal chronicler to the Tndles, .\ntonio de Solis,
who in Madrid in 1684 published his own account of the
conquest as Hûtoria de la con^uisia. de Mexico (Histoiy of the
Conquest of Mexico).**" Born in 1610, Solis had not partici-
pated in tbe conquest and, like López de Chimara, he had
nevt-r traveled to the Americas. His chronicle, then, was
based on those of his predecessors, and like them, he aimed
to correct what he believed were the errors in the earlier
reports. His version of tbe episode on Easter Sunday of 1519
is blunt in its criticism of Diaz:

There were at this time .some Mexican painters who came
in the retinue of the two Indian governors, and who went
about making images on clotbs they had biougbt with
them, and which they had prepared and color primed for
this mission. TTiey veiy diligently copied the ships, the
soldiei-s. the weapons, and artilleiy, and the horses with
everj'tbing else tbat came to the attention of their eyes.
From this \-ariety of objects they made different composi-
tions [payses] whose draftsmanship [dibujo] and use of
color [colorido} was not at all bad. Our Bernai Diaz goes too
far in describing tbe skill of these painters, for he .says they
painted likenesses of all of the captains, and that those
likenesses truly resembled them. Let that pass as exagger-
ation that has little to do with tbe trutb, because although
they may have mastered tbe basics of the art of painting,
ihey had little time to dwell on tbe details, or finer points
[prolixidades, o primores} of imitation.^

In general, Solis's version of tbe story follows those in the
works of López de Gomara and Díaz. Among his additions to
the narrative, however, are his comments on tbe skill {habili-
dad] of the paintere, who, he says, had "prepared atid color
primed" their canvases, "diligently copied" the Spaniard.s,
their horses, and their ships, and demonstrated good drafts-
manship and use of color. These details add another dimen-
sion to the stor>% for they position the Indian paintere within
a naiTative of paititerly training and practice with which Solis
must have been familiar. That narrative, codified in the sev-
enteenth centtiry In Pacheco's Arte de la pintura, posits three
distinct stages of artistic abilit)' and development: the principi-
antes, or "beginners"; the aprovechados, or "those wbo are
advanced"; and finally, the pe7fe[c]tos, or "those who have
perfected tlieir skills.""" Pacheco characterized the "begin-

ners" as those who focus on copying the things they can see
without "correctitig" or otherwise improving on them. This
first rank, he explained, "describes most painters."'*''̂  Those
who progress to the second rank master skills of composition
and the idealization of natural forms, and tliose who reach
the state of perfection are able to "invent" figures and com-
positions "with only their genius and their hand. .. ."'^^
Those who acquired that ele\-ated status were rare, and they
were regarded by Pacheco and others as "learned" or "eru-
dite" painters and as the practitioners of a liberal art rather
than a craft."*̂  This .sequence of artistic development was
institutionalized iti seventeenth-centtiry Spain and the Amer-
icas through apprenticeships in which no\'ices worked and
sitidied under tbe direction of an established master and
eventually took and pa.ssed an examination administered by
the painter's gtiild of their city.̂ ^

Imagining the .story tlirough the lens of painterly training
and development, Solis may have believed that tbe Indian
painters—like most of their peninsular counterparts—had
not reached the elevated status of the peififcjtos. Instead, he
locates them securely within ihe sphere of craftsmen, whose
preparation and color priming of their canvases, "diligent
copying," and good draftsmanship and use of color demon-
strate their knowledge of techniques taught during appren-
ticeships.*"' Solis does not suggest that the Indians were bad
painters, nor does he propose that they were incapable of
mastering what he calls the "finer points of imitation." In-
stead, he says that they "had little time" to master such skills.
Tbis statement, which echoes Guevara's comment on tlie
Indians' "not very polished" "imitative imagination"'^' might
reasonably be interpreted to mean that the arriva! of the
Spaniards in Aztec Mexico has brought with it the possibility
of the Indians' artistic transformation, but that in 1519. they
had not yet had enough contact with Spanish paintings and
painters to have advanced beyond the stage of being good
copyists. Such a characterization of tbe Indian painters as
incompletely developed partakes ofa broader attitude in the
seventeenth-century Hispanic world that cast tbe native peo-
ple of the .'Vmericas as akin to children in need of the
Spaniards' "parental" gtiidance. As Alejandro Cañeque has
noted, this view is evident in the sixteenth-century writings of
the Franciscan friar Gerónimo de Mendieta, ŵ ho character-
ized the Indians as ha\ing "the ability and talent of children
of nine or twelve years of age, in need of being govertied like
minors by guardians or tutors," and peniists into the seven-
teenth century in the Spanish jurist Juan de Solórzano
P e r e i r a ' s P o l i t i c a i ^ ^

Moctezuma's Portraits
This examination of tlie various wa)'s in which a story about
Indian painters and paintings was represented in sixteenth-
and seventeenth-century accounts of the conquest of Mexico
shows bow idea.s about visual representation—and, more spe-
cifically, mimetic representation—became intertwined with
historiography and, simultaneously, with a discourse on co-
lonial domination. But Antonio de Solis would not be the last
to tell the stor\% for the events of Easter Sunday in 1519
surfaced once again in a late-seven teen th<entur^' painting
produced in or around Mexico Cit\' by Migitel González.
Adorned witJi area.s of mother-of-pearl mosaic and painted by
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an artist who may have been the descendant of Asian immi-
grants in Mexico, "' the image is the first in a set of twenty-
fotir panels illustrating episodes from the conquest of Mexico
(Fig. 8).'*"* An ornately framed circtilar reserve at the top of
the panel identifies the five scenes shown on it:

[1] Captain Cortés arrives with his fleet at the Port of San
Juan de Ulúa. [2] The Indians go out in canoes to take a
look at him. [3] Ambassador Tendue greets him with a
present. [4] He orders him to paint a picture of him and
his fleet in order to take it to his master. [5] Captain
Cortés dines with the ambassadors of the great Mocte-
zuma.""

Gonzalez's rendition of these scenes proceeds from the top
(or background) of the panel to the bottom (or foreground),
and the episode about the production of the painting ap-
pears in the middle ground (Fig. 9). That scene depicts an
Indian chieftain, identified as such by his robe and head-
dress, w'ho poinLs into the distance as he addresses a painter,
identified by his large canvas, bnish, and palette. Scholars
have suggested thai the painter and/or designers of the
panels in this and other, similar suites of conquest imagery-
derived their visual narradves from the published accounts of
López de Gomara, Díaz, atid Solís, and this image supports
that assertion, for it coincides uitli those texts in many
ways.'^^ But while the texts of Diaz and Solis make their
impressions of the Indian painters and their skills quite clear,
the pictorial representation of the scene by González is more
ambiguous. Is the painter here to be understood as one who,
in the words of Solis, had "mastered the basics" but not the
"finer points of imitation"? Or is tliis a representation of a
learned practitioner of the "liberal art" of painting? Readitig
the pictorial passage is complicated by its affinity vvith other
seven teen tli-century images of painters at work such as that of
Diego de Velazquez in Las meninas (Fig. 10). Scholarship on
that painting has stressed Velazquez's status as the principal
painter to King Philip I\', a position that might be seen as
analogous to that of the "great Mexican painters" who pro-
duced an image of the Spaniards for Moctezuma.'"^ The
scene on the Mexican panel also calls to mind Johannes
Werix's Apelles Painting the Portrait of Campaspe (Fig. 11), in
which Alexander the Great supervises his painter in the act of
creating a convincing likeness of his nude mistress.'"^ The
Wierix drawing's similarity to the scene painted by González
extends to the latter's inclusion of the incomplete canvas. At
its center, a figure (perhaps Cortés dressed in a suit of armor)
stands on a dark ground and is flanked by two other figures
whose clothing is more difficult to identif}'.

I do not know if these European compositions would have
been points of reference for Miguel González in late-seven-
teenth<enturv' Mexico CÍt\. but his rendition of the scene
echoes their portray-als of painters producing large, illusion-
istic images for their royal patrons. The outdoor painting
practice shown on the Mexican panel, however, differs mark-
edly from that of Velazquez, Wierix, and Migitel González
himself, who would have worked in a studio with access to
textual and iconographie sources. As 1 have proposed, Gonza-
lez probably used the texts by Diaz and Solis as sources, and
he might have knov\-n the image of Apelles painting the

portrait of Campaspe. The painter likely based his represen-
tation of Cortés dining with Moctezuma's ambassadors in the
foregroimd (or bottom) of the pictorial space on the same
panel on a visual image of the Last Supper. Gonzalez's ase
and transformation of such models would have entailed a
degree of invention and composition, the skills that Pacheco
specified as characteristic of the more learned practitioners
of the art.

That Miguel González held his own work in high regard is
stiggested on another panel in the series tliat carries his name
together with the term "faf—presumably an abbreviation for
the Latin faciebat or fingd)at (Fig. 12). Gonzalez's use of this
terminology' and the prominent placement of his name on
the panel intimate that he conceived of himself and his work
within an elevated sphere of artistic production that privi-
leged ideas of originality and authorship.^'^^ Wliat is also
remarkable about the panel is its reliance on Aztec painting
and, more specifically, the genre of portraiture in its repre-
sentation of a key episode in the narrative of the conquest of
Mexico. The text in the circular reserve narrates the scene;
"Captain General Cortés visits the emperor Moctezuma in his
royal palace, where he [Moctezuma] takes him [Cortés] by
the hand and offers him his golden seats. He shows him his
ancestors, the emperors whose portraits he had painted, and
the soldiers admire them."'""' The portraits in Moctezuma's
throne room are full-length, life-size likenesses of the Aztec
emperors whose names appear on the walls beneath them.
And while this encounter between Cortés and Moctezuma is
recorded in the texts of all of the chroniclers, none of them
makes any reference to the presence of this porti-ait gallery in
the emperor's palace.

The inclusion and showcasing of the portraits of Aztec
kings on this panel might be explained simply as an act of
"mistaken identity"—the painter's projection of the architec-
ture and ornament of the Hapsbtirg court into the world of
Moctezuma.'^^ Yet the portraits function as convenient de-
vices for giving visible and material form to ideas about kingly
succession and the continuity of rule, ideas that are also
stressed in the textual accounts of the scene. Diaz, for exam-
ple, notes that this meeting in Moctezuma's palace was the
occasion at which the Aztec emperor told Cortés that "you
are tlie ones our ancestors told us would come frotn where
the sun rises, and to your great king, I am under his charge,
and I \\ill give him whatever I may have.""̂ ** This passage
reinforces what Matthew Restall has called the "apotheosis
myth," the Aztecs' supposed belief that the Spaniards were
gods whose arrival had been prophesied,"*^ Such a conviction
might have served as additional moti\'ation for Diaz's insis-
tence on the resemblance between Cortés and Quintalbor. At
the same time, Moctezuma's proclamation substantiates the
view of the conquest of Mexico as a translatio imperii, a transfer
of power in which Moctezuma willingly abdicates his throne
to Charles V, whom he believes to have been descended from
the original inhabitants of the Valley of Mexico. This inter-
pretation of the conquest is promoted in the "Second Letter"
of Cortés and is subsequently endorsed by López de Gomara,
Solis, and a number of the other sixteenth- and seventeenth-
century chroniclers."" In deciding to emphasize this part of
the story in his pictorial conquest history. Miguel González
could not rely—as his literary counterparts did—on the re-
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8 Miguel González, Captain Cortés
Arrives unth His Fleet, from ConqiieM
oj Mexico, late 17th centur\', ink,
paint, and mother-of-pearl on cloth
mounted on wood, 39% X 19T^ in.
(100 X 50 cm). Museo Nacional de
Bellas Anes. Buenos .^res (artwork
in the puhlic domain; photograph
provided by the Museo Nacional
de Bellas .\nes}
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9 Detail oí Fig. H. showing the painting o£ the picture for
Moctezuma

10 Diego de Velazquez, I^t meninas, detail, 16.56, oil tin
can\-as. 108% X 125'/i in. {276 X 318 cm). Museo del Prado,
Madrid (artwork in the public domain; photograph by Erich
Lessing, provided by Art Resource, NY")

ported speech of Moctezuma. Instead, he may have relied on
an image whose form as well as its content strongly asserts
that this meeting between Gonés and Moctezuma was, in fact,
a translatio imperit. That image is a late-sixteenth-centur\' print

11 Johannes Wierix, Apelles hunting the Pmirait oj Campaspe,
1600, pen and browTi ink on parchment, 9% x 12!/i; in.
(25.1 X 31.6 cm). Muscimi Mayer van den Bcrgh. .Antwerp
(artwork in the public domain; photograph by Michel Wuyts,
provided by Musea Stad Antwerpen)

of the abdication of Charles V, in which tlie Holy Roman
emperor offere his thrones to his son, Philip II (Fig. 13).

The panel by Miguel Gonzalez, then, constitutes a histo-
riographie intervention that is not unlike that of Diaz, who
told the story about the Indian painters in a way that was
more viv'id tJian tliat of López de Gomara. Here, however, it
is the visual (rather than literary') representation of painting
that intervenes in the conquest historiography. Indeed, the
artist's rendering of a fictive series of state portraits brings to
the fore ideas about kingly succession and legitimacy, while
painterly practice—that is, the artist's modification of a
print—transfomis the encounter betvveen Cortés and Mocte-
zuma into an itnage of the latter's abdication. ' ' ' That Gonza-
lez placed his own name so prominently in the pictorial field
demonstrates that he, like López de Ciómara, Díaz, and Solís,
conceived of himself as an author whose use and rex'ision of
conventional forms shaped his own novel and persuasive
vision of the past.

On one level, this survey of an interrelated set of represen-
tations of Aztec representation has examined the \siays in
which painting (as both a practice and an object) was a locus
of both fascination and difference for those who told the
story of the conquest of Mexico. As I have attempted to show,
the differences in the ways painting was described reveal how
techniques of representation entangled \isual culture in the
discourse of Spanish colonialism. In the case of Diaz, the
concept of pictorial mimesis provided a way for the author to
assert his status as an eyewitness to the events he recounted
and, thus, as the trustworthy source of a true history. Yet his
account of tlie episode and its incongnience with the history
of Aztec painting reminds the modem reader of the gulf that
separates rhetoric from reality and, simultaneotisly, of the
problematic relation between memop.' and history. For Soils,
the production of a true and faithful likeness was a skill that
had been mastered by some Spaniards, but which he believed
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12 Gonzalez, Captain-Ckneral Cortes
Visits the Emperor Mortezuttui, from
Con^Ttest of Mexico, ink. paint, and
mother-of-pearl on cloth mounted
on wood, 39% X lgVa in. (KM) X
50 cm). Museo Nacional de Bena.s
.\nes. Buenos Aires (artwork in the
public domain; photograph
provided by the Musco Nacional
de Bellas Aites)
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^^J hst* Jam^n eiutt—
àrnn ¿¡nul tmJjiaa hitt-^.

'i^ rhtut auck ¡ i

13 Franz Hogenberg, Abdication of
Charles V in BnisseLs. 1570-90, ink on
paper. Biblioteca Nacional de España,
Maílrid (artwork in Üic public domain;
photograph pro\'ided by Fotógi-aíbs
Oronoz)

could not have been practiced at that same level by the
people they encountered at San Juan de Ulúa. This convic-
tion was not rooted in the author's knowledge of art history.
Instead, it was informed by ideas about cultural and educa-
tional difference. For him, the omission of that difference
was, in his words, "exaggeration that has little to do with the
truth.'' Finally, Gonzalez's portrayal of the scene—Üke its
counterparts—also employs the topos of painting to convey
more tlian simply an event that occurred in San Juan de Ulúa
in 1519. In his visual representation of Aztec representation,
the practice of painting and the genre of portraiture are
vehicles tliat drive the narrative of the conquest of Mexico.
Gonzalez presents a view of conquest and political transition
that, like Diaz's description of Cortés's portrait, elides differ-
ences between "theirs" and "ours" and, in so doing, chal-
lenges the modern viewer's conception of colonial history.
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architecture of early modem Latin America. He is Ihe author o/'The
Art of .-Mlegiance: Visual Culture and Imperial Power in Ba-
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]. Tlif manitsciipi Beiiial Diiiz del C'a.süllo produced in Guatemala was
the baais for the pusthiimoiisly published Hhlnrin veriUidnn <U la cim-
tp'Lsia dr Iti Ntieva EspaHa (Miidrid: Imprenta del Reino, 1632). Schol-
ars believe his writing and revision ol ilie manu.script occurred from
afxmt L'i52-53 to 1568 or later. For the complex history of the manu-
script, it.s production, and its variants, see CanneUi .Sáen; de Santama-
ria. Historia de una historia: í.« crónica de Brni/il. í)iaz drl CaUillo (.Ma-
drid; C.S.I.C., 1984): and Guillermo Seres, "Los textos de la Historia
verdadera de Bernai Día/," Boktin dr la Rml Acridemia Esfmñola 7l
(1991): 523-47. My citations of Diaz's text in this article come from
the "Guatemala manuscript" (rather than from the U>32 pitblication)
as tran.scribed in Diaz, Historia vfrdadna tie ¡a rnrtfjui.fta de ¡a .Wun'ri Es-
fj/iña (Madrid: Iristiuiio Goii/a!o Fernande/ de Oiiedo, C.S.I.C.,
1Í182).

2- Díaz. Hhloria vtrdadera. 72, sav-s he later ieanied that the men were
"governors of some provinces that are called Cotustan. Tustepeque,
Guazpalteque. Tatalteco, and sotne other towns they had recently sub-

jugated [govemadoies de unas provincias que se dizeti CMtistan. e Tusle-
petjuf, e Gitazpattfijiu. y Tataltero, y de olros puebhs que neuvamenle tenían
sojuzgados]." 1 use the term "Aztec" here and throughout this paper
veiy loosely to designate the N'ahuatl-speaking people of central Mex-
ico who were the subjects of Moctezuma 11 at tlie time of the Span-
iards' arrival at San Juan de Uhia. In a similar vein, I use the terms
" .^ec art" and "Aziec representation" to refer to \isual imagery pro-
duced by natives in the Mesoamerican empire of Moctezutna I! and
his predecessors. Problems with ihe meaning and use of "Xziec' are
discussed throughout the scholarship in the field. See, for example.
Frances Berdan. "Concepts of Ethnicity and Class in .Aztec-Period
Ntexico." in Hhnir Identity in Sahua Mesoamerica: Tlie View from Archaeot-
ogy. Art History, Elhnohistoty. and CAmtempcirary Ethnography, by Berdan
et al. (Salt Uke City: Univeniiiy of Utah Press, 2008). 113-16: Alfredo
Lope? Austin. ",\/tec." in Oxford Encyttopifdia of Mesoamerican Cutlures,
ed. David Carrasco, 3 vols. (New York: Oxford University Press. 2001).
vol. 1, 68-72; and Michael E. Smith and Frances F. Berdan. introduc-
tion to Altec Imperial Stratégies, Ijy Berdan et al. (Washington. D.C.:
Dumbarton Oaks. 19*16), 4. Problems with the use of the term under-
score the potential rifts between rhetoric and reality that are the sub-
ject of this essay.

3. Diaz. Historia vrrdadrm, 72. "Con mucha umilldad hii» tres reveren-
cias a txnTcs, a su usança . . . y luego sacó de una petaca . . . muchas
pieças de oro, y de bitenas labores e rica.s, y mandó traer diez cargas
de ropa blanca de algodón y de pluma, coasa muy de ver, y otras
coasa que ya no me acuerdo, y mucha comida, que eran gallinas, y
fruta, y pescatio asado . . . v luego C".onés mandó traer una silla de
caderas con entalladuras de taracea, y unas piedras margajitas, c)U(-
tienen dentro de sí nuichas labores, y enbueltas en unos, algodones
que tenían almtzquele, porque oliesen bien, e un sartal de diamantes
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torcidas y una gorra de carmesí, con una medalla de oro de San
Jorxe,, .." Anihony Pagden notes üiat the encounter vñúi Tendile is
also recorded in oilier sixieenüi<entur>- sources. It is mentioned, for
example, in Cortés's "Second Leiter" as well as in the account of the
conquest in Bernardino de Sahagún's "Historia general de las cosas
de la Nueva España" fhk. 12, chap. 2, fols. 3v—5v), Biblioteca Medicea
Laurenziana. Florence. There, however, he is referred to as Tentlil."
P^den ciies the nati^e Mexican historian Fernando de Alva Ixtlitxó-
chitJ's identification urTendile/TeiitJi! as ihe "governor of CiHoirta
<C.otaxtla) f>r Cuellathtlan.' See Hernán tartes. í^ltmfrom Mr.xica.
trans. Pagden (New Haven; Yale University- Press. 1986), 455 n. :iO.
CuetlachUan, or Cuetlaxtian, as described as an "Outer Province" and
3 "Tributary Province" along the Gulf ('.oast in Berdan el al., AzUf Im-
prrial Slralegies. 243. 286, 324. Berdan and Michael Smith reier to the
"governor' as Teniltzin and chardcteri/.e him a.s a "tribute collector
placed by the Mexica ruler Motecuhzoma XiJcoyotzin." See Smith and
Berdan, 'Appendix 4, ' in Berdan et al.. AU^ Imperial Strategies. 2H6.

4. For a study of colonial encounters in early modernity and the kinds
of objects exchanged and collected, see Edivard J. Sulliv^m. V7w Lnn-
giMgf of Olijffis in ittf An of the Amrricas {New Haven: Yale Utiiversity
Press. 2007). 1—57; Serge Cru/inski, Jmagn al War: Mitxiro from (Gum-
itas to "Blade Hunter'(H92-20¡9) (Durham, N.C.: Duke Universit)'
Press. 2001), 59-42; and Ste '̂en Mutlanej, 'Imaginary Conquests: Eu-
ropean Material Technologies and ihe Cxtlonial Mirror Stage," in
Early Modtm Visutü (Culture: Hi^mititalitm. Race, and Empire in Henais-
sanr/t Englarui. ed. Peter Erickson and Qark Hülse (Philadelphia: Utii-
versity of Pennsylvania Press, 2000), 15--13.

5. Diaz. Hialaria vtrtiadfra, 73: '^' parcsçe ser, el lendile traía consigo
grandes pintores, que los ay tales en México, y mandó pintar al natu-
ral la cara, y rostro, e cuerpo, y faiçiones de Cortés, y de torios los
capitanes, y soldados, y navios y velas e ca^-altos, y a doña Marina e
Agttilar, y hasta dos lebreles, e tiros y pelotas, y todo e! exército que
traíamos, y lo llevó a sn señor... ." Díaz s use of the phra-se "pintar a)
natural" is discussed in detail below. Here, as throughout, 1 refer to
the Aztec emperor in 1.519 as MtKtezuma. He was the second Aztec
ruler to use Uial name, which is spelled in the scholarly literature in a
number of ways (including Moctezuma and Motecuhzomal- I use tlie
present spelling because it is ihe one that appears most frequently in
the scholarship.

6. See, for example, Richard Townsend, Slate and Ciumoi in the Art of
TenochlitUin (Washington. D.C:.: Dumbarton Oaks, 1979); F.sther Pasz-
tory, Azkt Art (New York: Harry N. Abrams, 1983); Emily Umbei-ger,
"Ari and Imperial Strategy- in Tenochtitlan." in Berdan et al., Azlrr
Imfimal Sirril/'gii's, 85-106: Eduardo Matos Moctezuma and Felipe .Solís
Olguín, The Azin Calendar nnrl Other Solnr Monuments (Mexico City:
Instituto Nacional de Ajitropotogía e Historia, 2(M)4}; Eli/abeih H.
lioone, CycU's of Time and Ximtiing in tkf Mrxiran lioiÂfi of FiUe (Austin:
Universitv of Texas Press, 2007); and Cecelia F. Klein, "A New Inter-
pretation ijf the Aztec Statue Called Coatlicue. 'Snakes-Her-Skirt,' "
Etlmoliistoty 53 (Spring 2008): 229-50.

7. The rift Ijetiseen representation and reality has been a central theme
in recent scholarship on the genre of tiie chronicle in colonial Latin
America. See, for example, Rolena Adorno, Thr Polemics of ¡'»•.gestion
in Sptinish Ameriain Namitixie (New Haven: Yale Uni\-ersit\- Press.
2007); and Cionzalo Lainana, Dominalion without Dominawe: infa-Span-
ii/i Encounlirs in Early Cohnial Peru (Durham, N.C.: Duke Univei^ity
Press, 2008).

8. Elizabeth Hill Boone and Thomas B. F. Cummins. "Oilonial Founda-
tions: Points of Contact and Compatibiliry," in fhi^ Arts m Latin Amer-
ica. I492-¡H2O. by Joseph I. Rishel et al. (New Haven: Yale University
Press, 2(106), 11-21; and Cummins, "From Lies to Truth: Colonial Ek-
phrasLs and iJie ,-\ct of Crossculturnl Translation," in Reframing the lie-
nntsfianre, ed. Claire Farago (New Haven: Yale University- Press. 1995),
152-74.

9. On painting in Aztec and colonial Meidco. see Donald Robertson,
Mexican Manuitripl Painting of ifv Earh CJ>lonial Perind: Tiur MetropoUUin
Schools (New Haven: Yaje Lîniversity Press. Íi).'>9), 27-29; Jeanette
Petenion, "The Florentine Codex Imagery and the Colonial Tlnruilo."
in Tiw WofU of Brmardino tU SaJia^m: Pioneer Elhrtographer of Sixtrenlh-
Cmlury AUec Mexico, ed. J.Jorge Klor de .\lra {.'\lbany Institute for Me-
soamerican .Studies: .AiLstin: Uiiiversiiy of Texas Press, 1988), 285-86;
idem. The Pnradvte Gtirdtu Murals of Maiinalcu: Í lopia and Empire in Six-
Uvnlh-Cmlury Mexiro (Austin: University of Texas Press, 1993), 46-50;
Elizabeth H. Boone, Stories in Red and Blarh: Pictorial Halones of the
Aiiers and Mixtees (Austin: UnKersii)' of Texas Press, 2000), 24-27;
and idem. Cycles of Time, 49-51.

10. Surveys of the pictorial manascripts and lientos produced in pre-His-
panic and colonial Mexico include Robertson, Mexican MaTiunript
Painting:]ohn B. Glass and Donald Robertson, "A Census of Native
Middle .Ainerican PicioriaJ Manuscripts," in Handbook of Middle Amtri-
can Indians, vol. 14, ed. Robert Wauchope and Howard F. Cline (Aus-
tin: Universitj' of Texas Press, 1975), 3-80; Pablo Escalante, ¡MS codices

(Mexico City: Consejo Nacional para la Cultura y \as Anes, 1998);
Boone, Storiei in Red and Black; Miguel León Portilla, CAdicn: Lot anti-
guoi librta del nuevo mundo (Mexico City: Aguilar, 2003); and Boone,
Cycles of Time.

11. Given that the painters are described as working in the sen-ice of a
governor appointed hy the Aztec emperor and that, in addition, Az-
tec-style sculptures and ceramics have been found in the province of
Cuetlaxtlan. I believe it is i-easonabte to suggest tJiat the painters men-
tioned by- Diaz wotild have painted in the i\ztec styie. On the pres-
ence of this style outside Tenochtitlan, see Emily Umberger. ".^ztec
Presence and Material Remains in the Outer Provinces." in Berdan et
al., Aztn- Imperial Strittegiei, 159, 161. Scholarship on the possible pro-
duction of pictorial manuscripts around the Gulf Cxiast is surveyed in
Boone, Cycles of Time. 225-27.

12. The mantiscript of the Codex Mendo/a is held in ihe Bodleian Li-
brary. Oxford University, MS Arch Seiden A.I. A facsimile was pub-
lished as Codex Mendoza (Berkeley-: University of California Press,
1993). Tbe manuscript's attribution to an indigenous painter was
made on the basis of style. See Robertson, Mexican Maniarript Paint-
ing, 46; and Frances F. Berdan and Patricia Rieff Anaw-dlt, The Essential
Codex Mendioii (Berkeley: University of California Press. 1997). xii. My
description of tJie image draws on the analvsis in Berdan and
Anau-alt, ibid., 3-5.

13. Rdbertscm, Mearan Manuscript Painting, 59-67. See also Boone, T o -
wards a More Precise Definition of the Aztec Paititing Style," in Pre-
Colundntin .Art Uistnry: Selected Readings, ed. Alana Ciirdy-CkiUins, 2nd
ed. (Mountain View. Calif.: Peek Publiraiions, 1982), Í53-fi8: BiK>ne,
'MantLscript Painting in the Service of Imi>erial Idcolitgy," in Berdan
et al., Ázíec ¡mprrial Strat^ies, 182-83; and idem. Cycles of Time.

14. Those names have also been translated into alphabetic texts diat fill
the space at the front of their cloaks. One of tJie ten, tlie figure la-
beled within tlie name Tenuch, is depicted with a darker face than
the other».

15. Rallier than represendng named individuals, howe^-er, those figures
function a.s symbols for Teriochtitlan's conquest ol two neighboring
polities, whose names are indicated by the accompanying hierogiyphic
symbols. Berdan and Anawalt. Essential Codex ¡Mendoza, 5, idetitift'
them as tJothuacan and Tenayucan.

16. The manuscripi is held in the Bibliothèque Nationale de France
(here;ifter BNF) in Paris, where it is catalogued as Manuscrit Mexi-
cain 385. A fatsimile was published, along nith a study and commen-
tary by Eloise Qiihîones Kelier. as ÍAidrx Telleriajio Rememis: Ritual, Div-
inalioii. and History in a Piclmial Azlec Manuscript (Austin; University of
Texas Press. 1995).

17. Quiñones Keber, Codex Tellninno Reriwn.ús. 233—34.

IS. On the iLse of this ti-pe of folding chair in fifteen th-c en tu r\- pt-ninsu-
iar Spain and the colonial .\mericas, see Grace HardendortT Buir, His-
panif Furniture from the Fifteenth through tlie Eighteenth Century {New
York: Archive Press, 1964), 11-13. 102: and Luis M. Feduchi. £t mueble
español (Barcelona: Ediciones Polígrafo. 1969), 74-76. The appear-
ance of ihe chair in colonial Mexican matiuscripts is examined in
Stephanie Wood, Tramcmdirig Cimqurst: Nahwt Vieui\ of Spanish C^olo-
nial MrKifo (Norman: University- of Oklahoma Press. 2003), 54—55;
and lx)ri Boornazian Die], "Painting C^ilonial Mexico: The Appropria-
tion of European Iconogtaphy in Mexican Manuscript Painting," in
Painted Book.% and Indigmitus Knau'teilgf in Mrsiiammra: Mnniumpt Stud-
ies in Hojwr oJ Mary EMzal>eth Smith, ed. Elizabeth H. Boone (Neiv Or-
leans: Middle .-Vmerican Research Institute. 2005). 301-17.

19. Wood, Tramrending Con>¡wst, 23-59. See also Florine .-Uselbergs, Con-
ifunttl Cimi/uistudor^: The Lienzo de QtiauhquerUollan; A \'ahua Vision of
tlte Conquest of Ctuttemnln (Boulder: University Press of CColorado,
2004), 137-97; and Diana Magaloni Kerpel, "Imágenes de la con-
quista de México en los codices del siglo X\l; Una lectura de su con-
tenido simbólico," Anales del ¡nstituUi tie Invatigarioneí Eft^titas 82
(2003): 5-45.

20. The painting is known to scholars as the Tira de Tepechpan. It is held
today in tbe BNF. MS Mexicain 13-14. On the Tirn, see Lori Booma-
zian Diel, The 'Tira de íefiechpan ': Xe^itiating Plnre under Aztrc and
Spanish Rule (Atistin: university- of Texas Press, 2008).

21. This image of Cortés may be depicting him with black skin to signify
priestly status. See Boone, Stories in Red and Black, 232.

20. Diaz, Historia verdadera. 74: "Vino Tendile una mañana con más de
cien indios cargados. Y venia con ellos un gran cacique mexicano, y
en el roslro. y faiçiones, y cuerpo, se parescía al capitán Cortés, y ad-
rede lo enbió el gran Monteçuma; porque, segim dixeron. que cu-
ando a (x>rtés le llebó Tendile dibujado su misma tigura, todos los
principales questavan con Moctezuma, dixeron que un principal, que
se dezía Quintalbor se le parescía a lo propio a Cortés, que ansí se
llamava aquel gnui cacique que venía con Tendile; v como parescía a
Cortés, ansí le llamávamc»s en el real. Cortés acá, (>)rtés acullá." Ai>
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Other powihle iranslaiion of the lasi pari of ihe passage might cmpha-
si/e lticiilion rather than possession: "Tlie Cloités fix>ni here and the
Cortés from Ihere." hi his recent translation ol an abridged version of
Diaz's Ifxt, David CaiTdsco glosses ii as "our Cortes' and 'the other
Cones." " Sec Berna! Díaz del Castillo. l-Iislory nflhf (MUI/IW^I of Nnv
Spain try Bmtal Diaz, trans, and fd. C^arr.isco (Albuquerque: t'niversiiy
of New Mexico Press. 2008). 56.

23. The meaning oí this terminology in Mixteenth<entury Spain is exam-
itied in Juan Migiicl Serrera, "Alonso Sáiithez Coello y la mecánica
del retrait! de corte." in Aiinuso Sdnrhrz Cor-lio v r/ rríraUi m ta rorle lif
Fríipf U ¡Madridr Museo del Prado, I9Í10). 38.

24. Scholai^hip on the painting by Titian includes Nfaria Kasche. "A
prop<}si!o del iJailos V con el Perro de Tiziano." Arrhivo Ksfmiinl de
Arle 77 (]Lil>^Sepiemher 2004): 267-80; Femando Checa. Titian,
Charles V w\h Dog," in CamliLs (Madrid; .Sociedad Estatal para la
Conmemoración de los Centenarios de Felipe 11 y Carlos \\ 2f)(K)),
2f)7—fi9; Diane H, Bodart. "I^ codification de l'image impériale de
Cbaî Ies Quiru jiar Titien," Rifrui- drs Arriii-ntiigurs ff HhUn-mt.', d'Art df
¡Muvain 30 (1997): 61-78; l.uba Freedman, THiun'<. Pmmüs l/irmig/i
Arrlinn's tjfru (University Park: PennsyK'ania Siaie Universit)' Press,
199r)), 120-24; and Harold F. Wetliey, Thi- Paivtings of TUian. vol. 2,
Thf PortraUs (honáiMV. Phaition, 1971).

25. On the portrait of C«i tés. see Cieorge Kiihlei. "The Poriraii of Her-
nando Cortes at Yale." Yatf Univrmity An Cinlkty Butlfúii 3D (1975):
2-7.

26. The viceroyalty of New Spain, however, encompassed a tetritory larger
than that of the modem nadon of Mexico. See Peter Gerhard, (kiute
to Ihr. Histiirifnt Cengr/iphy iif Nfw S¡min (Nomiaii: Utiiversity of Okla-
homa Press. \m?,).

27. Tlie maiiiiHcript is held in ihe BNF, MS Mexicain 59-64. Recent
sources on the Codes ,\zcatitlan include Boone. Slorirs in Red and ~
Bt/iik. 208-34; and Federico Na\an-t-te. "The Hidden Codes of tíie
Codex /Vzcatitlan," ft« 4.=i (Spring 2004); 144-60.

2S. C^olonial-periixl chronicles descrilje Malinche, also called Doña Ma-
rina and Malint/in. as an indigt-iiou.s woman who s|K)ke both Náhuatl.
the language of the .Aztecs, and a Maya language. Slie was iherelore
able to translate the NahitatI speech of ihe i\/tecs into the Maya lan-
guage, which. Ill turn, was translated into Casiillian hy tJeróninio de
Aguilar, a Spaniard who had been held in captivity lor some yeat's in
the Maya area. A recent source on visual representations of Malinche
is Constance Cortez, "Now You See Her, Now You Don t: Memoiy and
the Politics of Memory Construction in Representations of Malinche."
in hiviishn raid Tramjormatiini: Inlerdiscipliriaiy I'lispfclives on Ihf C.on-
tpuil of Mexifo. ed. Rebecca Parker Brienen and Margaret A. Jackson
(Boulder: University Press of tlolorado, 2007), 75—89.
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include, for example, Seige Gnizinski's model of the "colonization of
the ivtnginahT" and the emergence of what he lalls ihe "inesti¿o
mind," as well as Walter Mignolo's characterisation of cultural pri>
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Conquest of Mexico: Tlie ¡nrnrporation of ¡ndinn SiHiftws into ttir Wnttfni
Wr/rtd, I6th~l8th Cmtinies. ti"ans. Fileen Comgan (Cambridge: Polity
Press, 1993) : idem. The Mestizo Mind: The tntfUfchinl Dynamirs of (Jtlfmi-
zaliojt and Glahalization, trans. Deke Dusinberre (London: Roudedge,
20<)2): and Mignolo. The Darítei Side of the ¡ienaissanu: ¡.iternry, Trrritfiri-
atiiy. and CA/ltmization (Ann Arbor: University of Michigan Press, 1995).
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Constantino Reyes-\'alerio, /Iríí- indochristiano: l-lsadlura iM .ûglo X\'! m
Míxiro (Mexico City: Instituto Nacional de .\niropología e Historia.
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mento Cultural Banamex, 20051. 190-209. The concept of "hyhridity"
as it is often invoked in tbe art historical liieranire is examioed in
Carolyn Dean and Dana Leibsohn. "Hyhridity and Its DiscontenLs;
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quest." Antfriran Literary Hutoiy 18, no. 3 Í2006): 418-19. A different

_ view of tlie passage is oflered bv Booue and Cummins, "(ijlonial
Foundations," 12-14, who emphasize the storv's dentonstraiion of
how the Spaniaids, their horses, and their weapons entered ittio ihe

A/tecs' consciousness in Ibe early 1.500s and became subjecLs for vi-
sual representalioii. The story of Cortés and Quintalhor is mentioned
as an example of the conquistador's love of duplicity by Carlos Fu-
entes in Valmiti- mundo nufvo: Épira, utrjpia \ mil« en In mmela hiapano-
amrricaiui (Madrid; Mondadori F-S|)aña. 1990). 253.

31. The literature on the ptiblication and banning of tbis work in the six-
teenth century is discussed in Glen ("arman, Rhetonccil (^nqtiests:
Cortés. Cômnra, and Retiaissancr ¡mpi'ríalism (West Lalayette, Itid.: Pur-
due Université' Press, 2Ü06), 8.5-86. See also (Cristian Roa-de-la-CaiTcra,
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Mnirii, trans, and ed. Patricia de Fuentes (Norman; University of
Okl-ihorna Press. 1963). 138.

37. On the sixteentli-century puhlication history of the letters, see Angel
Delgado Crfimez. "Introduction' and "Noticia bibliográfica." in Cortés.
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to the .^ge of Cervantes," in de Armas, Ekphrmis in the Age of Cervantes,
13-31. Objections to many uses of the lerm in modern scholarship
are voiced in Ruth Webb, "EkphríLsis, Ancient and Modem: Ttie In-
vention of a Genre." Word and /nuige 15. no. I (Janiiary-.Vlarch 1999):
7-18,

72. See. for example. Svetlana Alpers. "Ekphrasis and Aesthetic Attitudes
in N'asari's IJves," ¡oiimM of the Warburg and Courtauld hislilutes 23
(196(1): 190-215; Emilie L. Bergniajin, Art Immbed: Ksiays on Ekphrash
in Spanish Gotden Age Poehy (Cajiibridge, Mass.: Han'ard University
Press, 1979); Heffenian, Museuvi oj Wordi. 47-90; de .Armas, tJtphrasis
in the Age of Cervantes; and idetn, (¿uixolir Fresroes.

73. In Paulo Giovio's description of a portrait of Hernán Cortes, for ex-
ample, he wTites that "you see liim with a gilded sword, a gold neck-
lace, [and] clotlied in exquisite furs"; Gioi'ic, Elogirn o vidas heiles de
tos ravalteros antiguos y mundos illustres m l'aior de Guerra, tmns. Gaspar
de Baeza (Granada: H. de Mena, 156Ö). 196. Kubier. "Portrait of Her-
nando Cortés," believes the woodiut portrait of (¡ortés that accompa-
nied the 1575 pubiicatioti of Gio\io's Elopos IVTIS derived at least in
part from a lost 1547 portrait sent to the author by the conquistador
himself. He argues that the Yale portrait (Fig. 6) is A copy of that lost
original.

74. This effect demotistrates the concept of enargeia, which Krieger
it'Aphmsis, 68) defines as "the capacity of words to de.scribe witfi A \1V-
idness tha t . . . reproduces an object before our very eyes."

75. Giorgio Vasari, The Lives of the Artists, irans. Julia Coaaway Bondanella
and Peter E, Bondanella (Oxford: Oxford University Press, 1998),
317-18. In Philostiattts the Elder's Imagines, the author praises the
naturalism of a painting of a boar hunt, noting that "I was deluded by
ihe painting into thinking tliat the figures were not painted but were
real beings.., ."; Philostrattts the Elder, Imagines, trjns. Arthur Fair-
banks (Cambridge, Mass.: Harv^ard University' Press. 1931). 108—9. .An-
other example of this motif in Va.sari's Lives is an episode in which
Giotto is said to have painted on the nose of a tigure a lly that
"looked so natural t ha t . . . his master [Cimabue] tried tnore ibati
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