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Codex Mendoza, c. 1540-1542, ink and color on paper 

 

The Codex Mendoza is believed to have been commissioned 

by the Viceroy Mendoza for presentation to Charles V and is 

said to have been seized by French pirates. It can possibly be 

attributed to the tlacuilo Francisco Gualpuyogualal and was 

translated by the canónigo (honorary ecclesiastical title) 

Juan Gonzalez, a nahuatlato (translator) from the Cathedral 

of Mexico.  

 

An Aztec scribe drew an idealized representation of the city 

of Tenochtitlan and its sacred ceremonial precinct for the 

Spanish viceroy in 1545. It forms the first page of the Codex 

Mendoza. An eagle perched on a prickly pear cactus growing 

out of a stone- the symbol of the city- fills the center of the 

page. Waterways divide the city into four quarters, and 

indicate the lake surrounding the city. Early leaders of 

Tenochtitlan are shown sitting in the four quadrants. The 

victorious warriors at the bottom of the page represent Aztec 

conquests, and a count of years surrounds the entire scene. 

This image combines historical narration with idealized 

cartography, showing the city in the middle of the lake at 

the moment of its founding . 





The Mexica people who lived 

in the remarkable city that 

Cortes found were then 

rulers of much of the land 

that later took their name, 

Mexico.  

 

Their rise to power had been 

recent and swift. Only 400 

years earlier, according to 

their own legends, they had 

been a nomadic people living 

far north of the Valley of 

Mexico in a distant place 

called Aztlan.  

 

The term Aztec derives from 

the work Aztlan, and refers 

to all those living in Central 

Mexico who came from this 

mythical homeland, not just 

to the Mexica of 

Tenochtitlan.  



The Mexica arrived in the Valley of 

Mexico in the thirteenth century. They 

eventually settled on an island in Lake 

Texcoco where they had seen an eagle 

perching on a prickly pear cactus 

(nochtli) growing out of a stone (tetl), a 

sign that their god Huitzilopochtli told 

them would mark the end of their 

wandering.  

 

They called the place Tenochtitlán. The 

city on the island was gradually 

expanded by reclaiming land from the 

lake, and serviced by a grid of artificial 

canals. In the fifteenth century, the 

Mexica- joined by allies in a triple 

alliance- began an aggressive campaign 

of expansion.  

 

The tribute they exacted from all over 

Mexico transformed Tenochtitlan into a 

glittering capital. 



The frontispiece of the Codex Mendoza (1541-

1542), painted by an Aztec artist after the 

Spanish conquest, portrays the vision in a hybrid 

Aztec-Spanish style. An inscription below the 

shield and spears and the hieroglyphic sign at the 

base of the cactus indicate that this is 

Tenochtitlán, the capital of Mexico and the 

symbolic center of the Aztec cosmos. The hub of 

the city is surrounded by four canals and men 

seated on mats with hieroglyphic signs that may 

represent municipalities or regions subject to the 

Aztecs.  

 

The warriors below, with shields and clubs, as 

well as the platformed temples in the background 

with tilting roofs spouting smoke and flames 

represent Aztec conquests. No authenticated pre-

conquest Aztec manuscripts inspired by the 

Mixteca-Puebla style of painting survive; under 

the rules of the Spanish church, natives found in 

possession of such “heathen” materials could be 

executed. However, such post-conquest paintings 

as the Codex Mendoza perpetuate elements of the 

native Aztec style.  



According to Aztec belief, the gods had created the current era, or sun, at the ancient 

city of Teotihuacán in the Valley of Mexico. The continued existence of the world 

depended on human actions, including rituals of blood-letting and human sacrifice. 

Many Mesoamerican peoples believed that the world had been created multiple times 

before the present era. But while most Mesoamericans believed that they were living 

in the fourth era, or sun, the Mexica asserted that they lived in the fifth sun, a new 

era that coincided with the Aztec Empire.  

 

The Calendar Stone boldly makes this claim using the dates of the destructions of the 

four previous eras to form the gylph that names the fifth sun, 4 Motion. The end of 

each period of 52 years in the Mesoamerican calendar was a particularly dangerous 

time that required a special fire-lighting ritual.  



Tradition tells us that the beautifully painted books were gathered into a small 

heap in the marketplace of Tezcoco and that, in a Christian ceremony marked by 

religious fervor aimed at wiping out the devil’s magic and idolatrous images, the 

brilliant intellectual and artistic treasures of ancient Mexico were committed to 

the flames and became ashes.  

 

Though this particular story may be apocryphal, it is a fact, bitter to the mind of 

scholars, that of the thousands of pictorial manuscripts extant in Mexico in 

1519, showing the histories, cosmologies, and cartographies of the ancient 

culture, only sixteen remain today. 



Within this temporal frame, 

the city appears as a large 

rectangle with stylized blue 

borders representing the 

waters of Lake Tezcoco.  

 

Two blue intersecting lines, 

apparently representing 

canals, divide the city into 

four quarters. Within these 

four parts, we see various 

forms of vegetation, a skull 

rack, the image of the town 

house or place of speaking, 

and ten men seated on mats, 

who represent the ten leaders 

chosen at the beginning of the 

city’s existence.  



The figure to the left of the large cactus 

in the center is the most prominent 

leader. He is distinguished by a blue 

speech glyph in front of his mouth 

signifying that he is the chief speaker of 

the new settlement. The mat on which 

he sits is finely woven, while the other 

figures sit on bundles of green reeds. 

This signifies that he is “lord of the mat” 

and occupies the place of authority.  

 

His elevation above the others is further 

marked by the elaborate arrangement of 

his hair, set in the style of a high priest. 

This status is likewise marked by the 

red design around his left ear, denoting 

bloodletting. His name is expressed by 

the thin line attached to the sign above 

him and behind him, which is a 

blooming cactus growing from a stylized 

rock. This translates as ‘Tenoch,”’ 

written “tenuch” on the front of his 

white garment.  



In contrast, the man above and 

behind him, more simply groomed 

and smaller in size, has the name 

sign of a blue reed emerging from the 

head of a rabbit, translating as 

“Acacitl,” or “hare of the grass reed.’”  

 

All these signs surround the central 

image, which shows a huge blooming 

cactus growing from a stylized rock. 

This is the place sign for the city, 

Tenochtitlan. On it an eagle has 

landed, signifying the arrival of the 

Aztecs in the form of the 

hummingbird god of war and the 

foundation of the city.  

 

Below this sign of the city’s origin, 

almost supporting the rock, is a large 

Aztec war shield with seven eagle-

down feathers and seven spears 

attached. This is the sign for 

authority and government. 



The centering and cardinal orientation, these 

attempts to coordinate supernatural forces and 

social forces, are also elaborated plastically, that 

is, when a city or its ceremonial center not only 

“marks the spot” and controls the lines of force, 

but actually represents and signifies in its 

design and structure a cosmic struggle, a myth 

or divine drama. 

 

The city was eulogized as a proud, invincible 

place, the center which linked the world of men 

with the Giver of Life- “the foundation of 

heaven.” This line becomes more significant 

when we realize that the Aztecs conceived of 

their cosmos as containing three superimposed 

sections: the heavens, the surface of the earth, 

and the underworld.  

 

The city, as the foundation of this vertical 

cosmos, was appreciated as the axis mundi of 

the universe, the place through which the Giver 

of Life sent his commands for courage and 

conquest, as well as the point of communication 

to the underworld. 



It is clear from archaeological evidence and 

other relevant maps that the city was 

divided by four major highways which 

crossed at the foot of the Templo Mayor and 

which drove straight and hard out of the 

heart of the city, passing through the 

coatepantli, or serpent wall. 

 

In Aztec cosmology, the earth was imagined 

as a great cross, or a flower with four petals 

with a green stone bead at the center.  

 

A marketplace and administrative center 

were part of each quarter’s central precinct. 

Thus, each quarter had it s own sacred 

pivot, reproducing the image of the center 

which dominated the city as a whole. This 

pattern of centering was further duplicated 

in the many barrios of each quarter, each of 

which had a local ceremonial precinct 

consisting of a temple, a small marker, and 

a school. 



Johanna Broda utilizes the abundant 

evidence concerning tribute patterns of 

warriors’ uniforms sent to Tenochtitlan 

(found in part 2 of the Codex Mendoza) to 

demonstrate that the Mexica organized 

their tribute system into five great regions 

corresponding to the five major directions 

(north, west, south, east, and the center) in 

order to conform to their view of cosmic 

order. 

 

She speculates that the influence of cosmo-

magical thought extended into the palatial 

structure of Moctezuma which, the 

Mendoza reveals, was divided into five 

principal rooms. The Mendoza also shows 

that the apex of Aztec government 

consisted of Montezuma at the center of 

power with four counselors assisting his 

royal judgments.  



Let me orient our investigation by noting 

the elevated sign, near the bottom right-

hand corner, which is added by a slender 

dark thread to the year sign “2 reed.”   

 

This year sign, third from bottom right, is 

bound by a white knot. The elevated sign 

is a fire-drilling glyph signifying that this 

year marked the end of a fifty two-year 

cycle, a period similar to our notion of a 

“century.” 

 

It was at the end of this year that the 

extremely important “New Fire 

Ceremony” was held to initiate a new and 

secure time period for the civilization. 

The central ceremonial act was the 

drawing of a new fire on the chest of a 

captured warrior, who was then 

sacrificed through heart extraction. The 

fire born on the sacrificial victim was 

then carried to all parts of the city and 

surrounding towns. 



Miguel Gonzalez. The Virgin of 

Guadalupe, c. 1698 CE, based on original 

Virgin of Guadalupe, oil on canvas with 

wood, inlaid with mother of pearl, 16th 

century CE 

 

This work is signed by Miguel González, 

who along with his brother Juan González 

is considered the foremost painter of 

enconchados. Invented in Mexico, the 

enconchado technique consisted of placing 

tiny fragments of mother-of-pearl onto a 

wooden support or a canvas, and then 

covering them with a yellowish tint and 

thin glazes of paint.  

 

The technique, which is inspired on Asian 

decorative arts, imparts a brilliant 

luminosity to the works due to the 

iridescence of the shell fragments. 

Throughout the colonial period there was 

a significant influx of Asian goods to 

Mexico via the legendary Manila Galleons 

that connected the East to the West.  



The Japanese embassies of 1610 and 1614 

to Mexico also contributed to the fashion 

for Asian inspired objects. Interestingly, at 

the beginning of the seventeenth century 

Japan and New Spain made attempts to 

formalize trade relations, but the effort 

was thwarted in part due to Japan's desire 

to curtail contact with the West following 

the country's unification.  

 

As the art historian Sonia Ocaña Ruiz has 

noted, by the second half of the 

seventeenth century the importation of 

Japanese goods to the colony had radically 

decreased, which may have spurred the 

creation of Asian inspired objects in New 

Spain to fulfill local demand (e.g. 

ceramics, folding screens, and 

enconchados).  



This work depicts the famous Virgin of 

Guadalupe placed atop an eagle perched 

on a cactus, Mexico City's legendary coat 

of arms. This is a significant detail that 

points to the rapid Creolization of the cult 

of the Virgin of Guadalupe in the second 

half of the seventeenth century, and her 

increasing association with a local sense of 

identity. (The motif was included in two 

important Creole accounts of the Virgin of 

Guadalupe by Miguel Sánchez, 1648 and 

Francisco Florencia, 1688.)  

 

She is surrounded by four roundels 

depicting her three apparitions to the 

Indian Juan Diego in 1531, and the 

moment when Juan Diego unveiled her 

image imprinted on his tunic before 

Bishop Juan de Zumárraga (r. 1528-1547); 

each roundel is supported by an angelic 

figure that lend a sense of playful 

dynamism to the composition.  



Perhaps the best illustration of colonial art’s 

continuing relevance is the sixteenth-century 

Mexican painting The Virgin of Guadalupe, a 

delicate late Renaissance image of the Virgin 

of the Apocalypse, whose enigmatic grey-

lavender skin color has inspired generations of 

Mexicans to accept her as a member of their 

own ethnic group, whether Amerindian, 

mestizo or criollo (people born in America of 

European parentage).  

 

Deriving from a medieval interpretation of a 

passage in the Apocalypse of John the Apostle, 

Mary is a protagonist in the eternal war 

between Jerusalem and Babylon, and appears 

surrounded by sunbeams, standing on a half-

moon and crowned by stars.  

 

The single most famous work of Latin 

American colonial art today, it has been 

embraced by groups as diverse as Chicano 

labor activists, feminist artists, paranormal 

enthusiasts and conservative Catholic 

sodalities.  



She showed herself to a newly 

Christianized native, whose 

baptismal name was Juan Diego. 

Using the Aztec language of 

Nahuatl, the Virgin asked that a 

church be erected in her honor.  

 

Juan Diego tried three times to 

convince Archbishop Juan de 

Zumárraga of this apparition. He 

succeeded only on the last visit to 

Zumárraga when roses tumbled 

out of his opened tilmatli, or 

cloak, and a life-sized image of 

the Virgin was found 

miraculously imprinted on its 

cactus-fiber cloth. Juan Diego’s 

cloak is said to be the same 

painted icon that is central to the 

cult of the Virgin of Guadalupe, 

venerated today in the 

twentieth-century basilica that 

bears her name.  



By no coincidence, Tepeyac had 

served as an ancient pilgrimage 

site dedicated to several pre-

Columbian earth deities, who were 

referred to in the early colonial 

period by the generic name of 

Tonantzin, meaning “our revered 

mother.”  

 

In the ambitious program to 

evangelize all native peoples after 

the conquest, Catholic shrines were 

superimposed on pre-Hispanic 

temples.  

 

Given its traditional significance, 

Tepeyac would have been a logical 

place for a chapel or hermitage, 

probably dedicated to one of the 

many cults of the Virgin of the 

Immaculate Conception imported 

by the Spaniards.  

Figurine possibly depicting Tonantzin (from 

the National Museum of Anthropology in 

Mexico City 



 

At Tepeyac, 

Spanish colonists 

tore down a temple 

to Tonantzin and 

erected a Catholic 

chapel at the site. 

Today, a large 

basilica stands next 

to the shrine. 



The images of Mary Immaculate assume the 

posture of prayer. Prayer was the instrument 

both of Mary’s intercession with God and of 

the believer’s appeal to hear. Since she was 

the only mortal to have escaped the stain of 

the sins of Adam and Eve, her purity carried 

the promise of redemption; her child was the 

source of a new beginning.  

 

Colonial Indians could have understood this 

new beginning as liberation in the widest 

sense- spiritual salvation, escape from taxes 

and oppressive labor service, and protest 

against alien power.  

 

As a symbol of liberation and the embodiment 

of Indian interests, Mary was proof that her 

faithful were a chosen people. In effect, 

veneration of the Virgin was a critique of the 

existing social order, a rejection of Spanish 

values and a guide to action – as if she 

represented a “confrontation of Spanish and 

Indian worlds.”  



In Spanish popular belief, God and Christ 

were more feared than loved. God was a 

remote and brooding eminence, while Christ 

was represented either as a child or sacrificed 

on the cross- which Christians say were 

references to plague and judgment.  

 

Mary, on the other hand, was the beloved 

intercessor who worked to deflect or soften 

the harsh judgments of a stern God. She was 

not a grim messenger but a sympathetic 

advocate for her believers. At one point in 

Bernal Diaz’s narrative of the conquest Cortes 

tells the Indians of Cempoala that they, too, 

should look upon Mary as their intercessor. 

 

The Virgin Mary in Spain was also closely 

associated with the land and fertility. This 

was another connection conveyed to Indians 

in an ingenuous way, as when Cortes 

encouraged Indians at Tenochtitlan to pray to 

the Virgin Mary for rain.  



The symbols of sun and moon that appear in the painting, 

and even the colors used, are universal elements of religious 

symbolism that had special significance for the Aztecs.  

 

For the Indians, it was natural to place a goddess above one 

of her primary symbols, the moon. If the Spaniards had 

destroyed the solar cult of Huitzilopochtli and human 

sacrifice, this new incarnation revealed that the lunar 

goddess had overshadowed the solar god for a time and 

ushered in a new age.  

 

It was a new age of war, death, and disease, which the 

mother goddess ever announces with her wailing at the 

crossroads. But it was an age also of birth and survival, 

which the goddess guaranteed by her guardianship of the 

cyclical processes of fertility and growth.  



True replicas of the Guadalupana 

were attempted in the first half 

of the seventeenth century. I say 

“attempted” because none of 

those we know are precise 

replicas in size and detail, but 

they are sincere efforts at copying 

the image. 

 

Indeed, the matter was so serious 

that an edict was issued in 1637 

condemning inaccurate copies of 

the original.  

 

The arguments about its making 

are couched in terms of physical 

phenomena and authorship: how 

did the image appear on the 

cloth? And who was the artist? 



Left: Folding Screen with the Siege of Belgrade (front); Right: Hunting Scene 

(reverse), c. 1697-1701, oil on wood, inlaid with mother-of-pearl 

 

This biombo enconchado—which originally included six additional panels, now in 

Mexico (see two illustrations of screens)—is the only known work to combine the two 

elite Mexican genres of biombos (folding screens) and tableros de concha nácar y 

pintura (shell-inlay paintings, later known as enconchados). Commissioned by José 

Sarmiento de Valladares, viceroy of New Spain, it was most likely displayed in 

Mexico’s viceregal palace, where it would have divided a ceremonial state room from a 

more intimate sitting room.  



The scene from the Great Turkish War (1683–99) after a Dutch print on its front side 

was an ideal propagandistic backdrop of Habsburg power for the reception of the 

viceroy’s official international visitors. The decorative hunting scene on the reverse, 

also based on a European print source, was better suited for a more intimate room. 



Colonial Latin America’s interest in Asia ran deeper than a mere love for colorful and 

unusual decoration. It was tied to the heart of the criollo self-identity. Whether 

intellectuals or aristocrats, criollos believed in a cultural affinity between Asian 

civilizations and those of America’s own pre-Hispanic past and consequently Asian 

objects played a role in their reclamation of the Aztec and Inca worlds.  



Although the authors of many of the preserved enconchado panels are unknown, there 

are signed works by Miguel and Juan Gonzales, Nicolas Correa, Antonio de 

Santander, Agustin del Pino, Pedro Lopez Calderson, and an artist known as 

Rudolpho. This particular screen, sometimes known as the Brooklyn Biombo (because 

of its location in the Brooklyn Museum of Art), was created within the circle or 

workshops of the Gonzalez family.  



Juan Gonzalez. St. Francis Xavier 

Embarking for Asia, 1703 

 

This enconchado frame is unusual in 

that it is the only one known thus far 

that depicts identifiable bird species, 

most of them native to America. In 

other departures, Gonzalez did not 

use the black ground ordinarily seen 

on enconchado frames, and he 

applied raised stems to the plants.   

 

Although earlier historians argued 

that enconchados were made in 

Europe, where many of them are 

preserved, this notion has been 

entirely superseded. The Mexico City 

origin of these works was first firmly 

established by the publication of 

documents mentioned the Gonzalez 

family, by far the most prolific of the 

enconchado painters.  



Although we know that the Gonazlez worked in Mexico City, some authors have 

suggested the family had an Asian origin, some that they were specifically Japanese. 



Master of Calamarca. Archangel Aspiel, c. 

1660-80, oil on canvas 

 

In Latin America, non-European artists and 

craftsmen were never successfully suppressed 

by the guild system and they found that the 

most effective way to get beyond government 

restrictions was to found workshops and 

confraternities of their own.  

 

Among their most celebrated products were 

paintings of archangels, including apocryphal 

ones, dressed in foppish court clothing and 

holding arquebuses, such as this elegant 

canvas of the apocryphal archangel Aspiel (c. 

1660-80)) by the celebrated Master of 

Calamarca (associated with the workshop of 

Jose Lopez de los Rios). The archangel’s coat is 

covered in delicate gold filigree and he raises 

his arquebus heavenwards.  



The arquebus is a firearm with a long barrel created by the Spanish in the mid-

fifteenth century. It was the first gun to rest on the shoulder when being fired and was 

at the forefront of military weapon technology at the time. The Latin inscription of 

Archangel with Gun, Asiel Timor Dei indicates the name of the angel, Asiel, and a 

particular quality: Fears God. This painting was found by itself, but was likely part of 

a larger series that included angels performing other activities such as drumming and 

holding lances.  



Seventeenth-century Peruvian Angel Arquebus 

 

The most famous and distinguished of these non-

European artists’ organizations were the workshops of 

the so-called “Cuzco School” in Peru, founded in the 

second half of the seventeenth century in the midst of an 

intensive building campaign that followed the 1650 

earthquake. Andean artists and artisans played a crucial 

role in transforming Cuzco into the splendid Baroque 

city seen today, several of them attaining the position of 

master despite Spanish reluctance to allow them this 

honor.  

 

More than fifty names of indigenous artists have come 

down to us from the seventeenth century and even more 

names of mestizos. Inevitably, competition broke out 

between these non-European artists and their European 

and criollo rivals. In 1687-8, eight Spanish masters were 

ordered to reply to a complaint from Andean painters 

that they were being mistreated and wanted to form 

their own guilds. Shaken by the possibility of such 

formidable competition, the minority Spanish masters 

resorted to labeling the Andean painters as “malicious” 

and as “people who are accustomed to getting drunk.” 



These apocryphal angels were 

associated with the stars and natural 

phenomena, which gave them great 

appeal to an indigenous Andean 

population accustomed to worshipping 

celestial bodies. 

 

Throughout the Americas, 

Amerindians saw spirituality in many 

shiny things, not just the few regarded 

as precious by Europeans. Spiritual 

essence, manifested as brilliance, 

inhered in the celestial bodies, 

meteorological phenomena, fire, 

water, metals, minerals, shells, 

ceramics, feathers, bone, blood, and 

semen, amongst other things. 

 

Indigenous conceptions of brilliance 

emerged from a broader, shamanic 

appreciation of light and were linked 

to notions of a mirror-image realm 

inhabited by bright spirit-beings 

conceived as incorporeal souls, were-

beings, and immanent forces.  



Representing celestial, aristocratic, and military beings all at once, these angels were 

created after the first missionizing period, as Christian missionary orders persistently 

sought to terminate the practice of pre-Hispanic religions and enforce Catholicism.  In 

Catholic teachings, angels explained the spiritual function of the cosmos, and thus 

could easily stand in for sacred indigenous beings. The asexual body of the angel in 

Asiel Timor Dei is consistent with biblical descriptions. Conversely, early American 

images often alluded to angels' connection to certain indigenous sacred planets and 

natural phenomena, such as rain, hail, stars and comets. 



As arbiters of a world view that infused 

nature with sentient spirituality, shamans 

move back and forth between the physical and 

supernatural realms in visions aglow with 

shimmering light suggests the shamanic 

experience itself is brilliant; the processes by 

which certain shiny materials were obtained 

and fashioned is considered part of a 

potentially dangerous, but sacred body of 

transformative shamanic knowledge, fenced 

in by ritual activity- sometimes observed, 

though rarely understood, by Europeans. 

 

Cosmic brilliance engendered and symbolized 

strength and was a potent weapon. The Inka 

emperor entered battle hurling sling stones of 

fine gold at his enemies and his warriors wore 

shiny metal plates (pura-pura) on their 

chests. The Spaniards’ progress from Mexico’s 

eastern coast up into the central highlands 

caused fear and consternation, not least 

because of their gleaming appearance and 

flashing weapons.  



The Catholic Counter Reformation held a militaristic 

ideology that portrayed the Church as an army and 

angels as its soldiers. The armed angel in Asiel 

Timor Dei represented this philosophy: its gun and 

mere existence protects faithful Christians.  

 

Although the Council of Trent (1545–1563) had 

condemned all angelic depictions and names but 

those of Michael, Gabriel, and Raphael in the mid-

sixteenth century, this ban was observed neither in 

the Viceroyalty of Peru nor in Baroque Spain.  

 

In fact, angels appeared in paintings in the royal 

convents of Las Descalzas Reales and Encarnación in 

Madrid, Spain. Some of the angels in the paintings of 

both these convents (painted by Bartolomé Román in 

the early seventeenth century) were reproduced and 

sent to the Jesuit Church of San Pedro in Lima, 

Peru.  

 

The Spanish Inquisition later prohibited the cult of 

angels in the mid-seventeenth century, but 

depictions of angels still flourished in the “New 

World.”   



Paintings of angels with guns appeared at 

a time when the religious orders were 

confronted with the stubborn persistence of 

pre-conquest religion amongst their Indian 

charges. Immense problems remained not 

merely in the campaign to destroy Indian 

idols, but in teaching and reinforcing the 

principles of the new faith. Sermons and 

catechisms were of course the primary 

means of conversion, but images of angels 

with guns were useful symbols of 

important teachings of the church.  

 

The Spaniards conquered the Incas with 

both the Cross and the arquebus. The key 

to understanding the religious function of 

these images is found in the gun motif. 

Firearms, unknown to the Indians at the 

time of the conquest, seemed a frightening 

manifestation of the supernatural… But 

since guns were also used defensively, the 

images functioned symbolically as 

reminders of the protection offered to those 

who embraced Christianity. 



Prints by Flemish engraver Jerome 

Wierix depicting the seven 

archangels—Michael, Gabriel, 

Raphael, Uriel, Jehudiel, Barachiel, 

Sealtiel, all of whom appear in the 

Book of Enoch—may have circulated 

throughout the Andes in the 

seventeenth century, and influenced 

angelology discourse in the Americas.  

 

European prints were widespread in 

the Americas because they were cost 

effective and circulated easily.  

 

However, the attire, name, and pose 

of angels such as the one in Asiel 

Timor Dei separate such angelic 

depictions from European prints, 

making it specifically American.  
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