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TOHOTPAQIEX

Topographies

ON THE ROAD

Ta murales anoteiecoy e xabapa Aot téyvy mov survd negebirnifnxe ywati ypnowpomondixe yia xabe

£idovg MOk TLROVE X0 BYOxEVTIXOUS Fronovs, Tlpodgopot Tng graffiti art, enneeacuy Ty apepixavix

TEYVI] HOL TS BAAOROTES TOLNOYOUYLES TOV CUVOLXLAY %ol EVTELEL PTrnay 0TLS business TovY peuovoTiToy.

The “murales” were a clear-cut popular.art which often came under fire, in view of the fact that they were used

for political and religious reasons. Anticipating graffiti art, “murales” exerted considerable influence on American

art and the peculiar wall paintings in various neighborhoods, and eventually commercialized minorily art.

axoLd wo SUgHohT VINQEE
Mcbg Twea 1 eEEMEN tou

mural. O TQ0ToTOQLHGE Gv-
Bopwnog axediaoe ota oihaa, O
Bofvkdviol xo ot AGovpLol xd-
ooEav aviyAvoa mdve oTig Té-
10E5, 0T Bulavivij megiodo dv-
BLoav To MoHTd xaL 1 Avoyév-
vnon mpoobeoe T ounQLrd fresco
HAL TIG TEUNEQES GTNV LOTOQLY TOU
mural. Eviottowg, map® oOheg av-
TG TLG DLAPOQETIHES LOQYES, TO
mural TOEENELVE JLl TEXVY MUK,
Ouws 0 JOPUXTNOLONOS TOV WE

«AETHOU» TO HOTODIXATE VO TTU-
DUUELVEL ACQEEMYMIUEVD. ATIO TTO-
U evopic, To mural YONTUOTOoT-
Onxav gav éva EUROAD LEGO YLO
Vi PETAOMAOUV SLPOQO PNVUNG-
T 010 Aad, dhhote yio va 6oEd-
COUY TQUG MYETEG HAL VO TIQOMOTL-
grouv 11 Bonoxevtixn mioTn. Me
dahhe Aoy, EpTLOX VY ELLOVEG
nov anevfivoviay 61oug ToA-
Lol HawL 0L oTovg Adyous. TMoga
VY QLonTi ToweTnto dhwv av-
TWOV TV XLVHTOWY XL TV KaAhL-
TEYVIAT KANQOVOLLLE TNV OTOLaY
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QVTLTQOOWAEVTY, 1) TAQELTPONON
™G MOALTLXAG XaL TNG Bonaxeiog,
1 £MEPHACN TOV OXOMOV TV 01O
ROAALTEYVIRO OTOA, 0dnynoaY
TNV TEALXY) TAUTOTNTA HOL TNV
VIOTYNGM Tou mural.

H ernavaoroon oto MeEwxo, 10
1910, eixe we anoteheapa vo o1-
pLoveynoel wia eBvinLeTing, 0o-
OLOALOTU®T KO LETOOQUORLOTLXT
QTROTROLON, GO TNV 0Aoln Eo-
vayevviidnxe 1o mural. OL ToeLg
ONUEVTIXOL TTEOYOVOL TNS TEXVNG
tov mural oto Me&Lxo ntav ok

The mural {murales) has had a tong
and difficult evolution. Pre-historic
man rmade cave-drawings,
Babyionians and Assyrians created
stone fow-relief sculptures, the
Byzantine period used mosaic. and
the Renaissance introduced encaustic.
tempera, and fresco to mural history.
Yet despite these differences, they all
represent a form of public art.

This public nature has condemned the
mural to a life of controversy and
risinterpretation. Frorm the beginning.
murals have been used as a powerful
tool fo send messages to the public.
Whether to glorify leaders, proclaim
relgious beliefs or portray society,
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Diego Rivera (1886-1957), Jose
Clemente Orozco (1883-1949) xat
David Alvaro Siquerios (1898-
1967). Av non o abévag eiye dua-
PODETLUT HATAYWYY} XL TQOCWML-
HOTNTE, EVIOUTOLG HUL OL TQELC
XONGLUOTOoINoaY TO mural yua vo
EXQPOATOUY TO TVEULLD TOU PETE-
AovaoTaTLHoy MeEwron,

0 1. Orozco Eexivnoe amovddlo-
VIOg aQyLIEXTOVINT, BAAG NETE
QO vy QTUYNIO OF JLG XTHLKY
EXQNEN, GTOU €YQTE TO ¥EQL TOV,
amogdoLE Vo gposiwiel oty Té-

XN, Anplotoynoe éva povadixo,
eETQEGLOVLOTING OTUA, ROV £%-
POALOTOV PE ORELETOVG, TEQUTO
now GAREG TOOLOLES TRaYIHES (L~
yougeg Bavdtou, motevoviag o1t
NGVO PEGW TNG KOTHOTQOHNS X
tng doxnLpaciag Bo uropovae na-
veig v avoryevvnBei- mapddoon
0oLt nugLaQyei otovg niboug
Twv agxeiwy ACTERwY 1o Suetn-
QELTOL GROUN OF AOAAEC YVWOTEC
HEELHOVIKES TEAETES Y10l TOVG Ve~
HQOVE,

O D. Rivera Eexivnoe tyv nadhite-
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Earth Crew Undiscovered America, 843 East 4th St., Santa Fe Ave. 1991-92

Lvel Tov moudeia and vwoig, pa-
Onrevovrag dimia gtoug MeELnd-
voug duoxdioug Tng Téxvng. Kep-
dltovrog pua wpamix vmotgogia,
ToEideye otnv Evpwnn ko énee
oto IMogiol amd 10 1911 péyoL 10
1920. H dovkewd 1ov axohovbnoe
TG QEUNUTO TNG EMOKXNAG, TOV XUfL-
OUO HUL TOV GOVQECAMANG. Emi-
aTQEQOvVTag Opwe 010 MeELxd,
yoryopo xablépwoe éva gTuk pta-
AMoTind, eBvinicTinG.

O D. Siquetros avixet 6T veoTeQn
YEVLE TV XOAMTELVAVY TOV ueL-

they are images meant not for the few
but the many. Despile the aesthelic
quality of such motives or the legacy
produced, the relentiass intrusion of
politics and religion, of subject over
slyfe, has given the mural both ifs
identity and downfaif.

The Mexican Revoiution of 1910
crealed a nationalistic atmosphere of
socialism and reform out of which the
mural was reborn. The three leading
proponents of mural art in Mexico
were Diego Rivera (1886-1957), Jose
Clementre Orozco (1883-19439), and
David Alvare Siqueiros (1898-1967).
From a different background and
pearsonalily, they each used the mural



Havixov mural, atevitoviag me-
QLO00TEQO TO UEMROY TOU MEEL-
%00 Tapd 10 Toperdov Tov. 210
OTRUTO, Omd 15 xovwy, Ehafe pé-
pOG OF MOAKEG EXOTQUTELES YIQ
HOLVIDVARES HOL OLHOVOULKEG LE-
tagovbpicers. To nohhiteyvind
TOV GTUA ATAY LGWG AYOTEQO TU-
YHEXDULEVO, PLOG KO ELYE XONOL-
LOTOLNOEL QQHETES EVQWTANKES
TEXVIXEG YLOL VOL EXQQUOEL TIG OTO-
PELG TOV MeEavow gpydrn.

To mural QuTaY TV TQUDY ROAL-
Texvwy, nabog val dhlwv Tov
ToUg axohoVENGaY, dnuovpyMeay
™ MeEwavixy ool Adlxuv £o-
Ywv. Mg TNV PETERUVATTATIRT
Tyeoia, dnpdoa xTigw Sroxoa-
Onrav e eundveg T EnovaoTo-
ang 1ol TN arhayig Tou Mer-
®ov. Ty idua etoyn, ToAAOL Xak-

Atéyveg TOEIbEPaY BOQELR OTLS
Hvopéves TTOAMTELES yut hoyoug
Owovopurovs. [lnpay TopayyEs

higg yio va Coypa@plaouy ToLyo-
voapieg o2 TTOVETLITHILY, OXOAEG
Kolav Texvav, 1o Movdeio
Movtégvag Téxvng xat 010
Rockefelter Center g Néac Yog-
wne. Mag’ dAha avtd, avim n ov-
veQyaoly dev Bewonbnxe £MLTL-
YN, UL0E KOL OL ROAMLTEXVEG OEV
fiTay meGbupol vo oAhaEouy Tig
GOOLWALOTLREG TEROLBNOELE TOUS,.
Eilva yvwotd 10 apugLieyouevo
mural tov Rivera ywa T10
Rochefeller Cenier, to oitoio eEv-
Uvouse Tov AEVLY ROl TO OROL0
aQyotegu xatedagiotnue. Eniong
TO OTUA TOUG XQiBnxe Avydtego
«OVTEQVO» a6 Twv Evpuinatioov.
EvToUTOLS, Ta PEELNG VNG mural

Jose Orozco, To xapaxwya / The Trench
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Noni Olabisi, Freedom Won't Wait, 54th St., 1992

to embody the spirit of post-
revolutionary Mexico,

Orozco began by studying
architecture, but after fosing his hand
in a chemical explosion decided to
pursue art. He developed a uriqua,
expressionistic style filled with
skeletons, monsters, and other tragic
figures of death, believing that only
through destruction and suffering was
rebirth possible, 2 lradition embraced
in ancient Aztec rituals and preserved
in many popular Mexican celebration
of the dead.

Rivera received his arlistc training
early, studying under Mexican
masters. On a government scholarship
he traveled to Europe, hving in Paris
from 1911 to 1920. His work
assimitated the current trends of
cubism and surrealism, but returning
to Mexico he quickly established a
realistic, nationafistic style,

Siqueiros belongs to the younger
generation of Mexicar: mural painters
looking fowards Mexico's future, not
its past. In the army from the age of
15, he campaigned for many social
and sconomic reforms. His artislic
style was perhaps less defined,
embracing many European frends to
express the various aspects of the
Mexican worker.

The murals painted by these maslers
and other artists became known as
the Mexican School of Public Works.
With the enlightened post-
revolutionary leadership, public
buildings were adomed with images of
revolution and change in Mexico. Al
the same time, most arlisis traveled
north to the Uniled Slates for
economic reasons. They received
commissions to painf murais from
Universities, art schools, the Museumn
of Modern Art, and Rockefeller Center
in New York. This relationstup was not
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Eixav WEYAAN amiymon ot opeoL-
HAvxn kohhuzexvo xowvavie, O
Thomas Benson (1889-1961) firav
0 AQOTOG APEQIXAVOC RahhLTE-
XVIIS O OMOL0G TELQOIATIOTHRE UE
M POQUA QUTH TNG TEXVIG KaM, Jie-
A Y eMTUYia TOV, SnLovoy-
Bnxe n apeguxavixi oxoli g
TOLOYOUpiaG.

ZhpeQa, 1 téxvn tov mural avBsi
Ui 1o Aog Avitereg, mov Be-
woelTaL naw n TewtEOVOYR TNE
ToLoYeapiag otov xdopo. H ps-
ELvavo-auEQUICVIXT/TOLYYa VLK
*iVNON TV RAAALTEXVOVY Tov
mural, EEXLVOVIRS amté 10V ToA-
Tid enmIopo Tig EMoY Tou 50
How Tou 60, Porine évav 10omo va
EXQPQATEL TN PWVT TNG NELOVOTH-

oG, Sexviviag and t {wyoagL-
1 e emgéu xow ta graffiti, eEehi-
xomie ae Bavpaotég anewovioe
ME TLG OTOLEC KATAPEQRY va ETL-
ONUAVOYY TQ HOLVWVIHG TTQORAA-
pate. And 1o 1970, o dnpotinég
AQXEG GQYLOAY VO XONUATOSOTOTY
TOUG *OALTEYVEG TOV mural, kel
auTo Agoonirvoe Kogedteg, Ki-
viGoug, Tan, Efgolouc nal Aggt-
*O-APEQLROVOUC. ATOBEXTIHOY TO
mural wg Poe@h TEXYNG HaTAAY-
AN yLa TLg o1dnQodoopixée peta-
@ogEg, e TO va T %aBLegidoouy
010ug aTabuovs tov vdyelov.
Kotomy qutov, Bonexcutiée og-
YOVIBOELS Rat XOLVOIVINEG opddeg,
EMWPELOUUEVEG QIO HUTEG TLC
umitveg, amopaoiooy va xévouy

Diego Rivera, O Npopn-
8tac Syaive amo To
nPaioTio kAl mpoapé-
pEl TOV NAEKTPIGPS

oTov Gvipwiio / |

Prometheas leans from
a volcano and gives

man electricity =

YYWOTO 10 xa1épbupe Tou Aog
Avileheg ae ohoxhnon T xdouo.

ZNuepa, To mural eivar modypatt
pic Cooveavi Téxv, av %o Sev
MTOQOVIE va ElNaOTE Tiyougor
Yux 1o pérhov tov. Mgti n poipa
Tov mural eEqpTdtal andivia
and 1o fabué g duwig pag ano-
doyfc xon avadnmradntog

SUSANA BAUTISTA MAMIS

Johanna Poethig Street of Eternity Los Angeles, 1993
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very successful however, as the artists
were unwilling to aller their socialist
subject matter (the controversial
Rivera mural for Rockefeller Center
exafting Lenin was later destroyed),
and the sityle was considered not so
“modern* as the Europeans.

Mexican murals, however, caused
much exciterment in the American
artistic communily. The Regionalist
artist Thomas Hart Benson (1889-
1961) was the first American to
experiment with the art form, and with
his success emerged a school of
American muralists.

Today the statues of mural art in
Armerica prevails in Los Angeles,
Mural Capital of the World. Rising
from the polifical activism of the 1950s
and '60s, the Mexican-
Amaerican/Chicano mural movement
reprasented a rneans by which this
minority sector voiced itself. Beginning
with spray paint and graffity, they soon
evoived into beautiful expressions of
cullural identity which brought
communities closer and exposed
critical social problems. The city
government began to fund rural art in
the 1970s, leading 1o & wider
participation by Koreans, Chinese,
Thai, Jews, and African-Americans.
They aiso inifiated a 1% art fee on alt
major developers, and Art for Rail
Transit, placing murals in Metro
stations. Cormmissions from
businesses, religious organizations
and communily groups have extended
images of Los Angeles, its heroes,
landmarks, and ethnic composition to
alf areas of the city. The mural is fruly
alive today, butwe cannot help
wondering about its future. It depends
on our acceplance of it and our dagree
of comprehension.

SUSANA BAUTISTA MAMIS
Translation: Kaiti Theodoridou



