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A collective work by six artists, UNAM’s Espacio Escultórico was inevitably influenced by the teachings of Mathias 
Goeritz, a German artist, sculptor, and architect who moved to Mexico in 1949. A section of the Pedregal de San 
Ángel esplanade is surrounded by a ring of prismatic figures which watch over and protect a landscape of lava rocks 
from oblivion. The ensemble stands as a silent testimony to the pre-Columbian historical memory of the Nueva 
España, highlighting a significant tension between primitive and contemporary elements.

Cuando vengan de preferencia háganlo solos, porque únicamente así 

somos completos. Si estamos con alguien nos tenemos que dividir y 

el Espacio Escultórico es un sitio de soledad, de silencio y no hay nada 

más creativo que eso.

Hersúa, 20241

The National Autonomous University of Mexico (Universidad Na-
cional Autonóma de México) was founded in 1910, at the twilight 
of President Porfirio Díaz’s mandate2, following the initiative by 
Justo Sierra3, who was then Minister of Public Education and Fine 
Arts. The new university would ideally replace the Real y Pontificia 
Universidad de México4, which had been founded in 1551, inaugu-
rated in 15535 and brought to a definitive closure in 1865 by Maxi-
milian I of Mexico because it had become a symbol of the Catholic 
conservative culture which hindered Mexico’s liberal progress.
The ideal, secular and public successor to that older, prestigious in-
stitution, UNAM has always embodied the role of fulcrum for national 
scientific research, and especially as of driving force behind the de-
velopment of fields such as the humanities, the arts and architecture.
The Universidad Nacional assumed this role to a great degree 
as a result of the autonomy status it obtained in 19296, which 
granted it complete independence from the central government in 
appointing its own governing bodies, controlling its own financial 
administration and, above all, freely organising its academic affairs.
Highlighting its crucial role as a driving force behind the country’s 
cultural growth, UNAM will also establish itself as a concrete and 
symbolic example of the development of a distinctly Mexican 
architectural modernism. This path began in 1928 with a thesis 

Espacio Escultórico UNAM. L’emozione e il suo silenzio
Escultórico UNAM. Emotion and its silence

Cuando vengan de preferencia háganlo solos, porque únicamente así 

somos completos. Si estamos con alguien nos tenemos que dividir 

y el Espacio Escultórico es un sitio de soledad, de silencio y no hay 

nada más creativo que eso

Hersúa, 20241

L’Universidad Nacional Autonóma de México fu fondata nel 
1910 al crepuscolo del regime del Presidente Porfirio Diaz2 su 
iniziativa di Justo Torres3, Segretario della Istrucción Pública y 
de Bellas Artes. Essa subentra idealmente alla Real y Pontificia 
Universidad de México4, fondata nel 1551, inaugurata nel 15535 
e poi chiusa definitivamente da Massimiliano d’Asburgo nel 
1865 perché oramai divenuta simbolo della cultura conserva-
trice cattolica che ostacolava il liberale progresso del Messico.
Ideale erede, laica e pubblica, di quella prestigiosa e antica isti-
tuzione, l’UNAM ha da sempre incarnato il ruolo di fulcro e traino 
della ricerca scientifica nazionale e soprattutto di volano per lo 
sviluppo dei campi di sapere umanistici, artistici e architettonici.
Ruolo che l’Universidad Nacional acquisisce soprattutto grazie 
all’autonomia ottenuta nel 19296; uno status che gli consentirà 
la totale indipendenza dal governo centrale per la nomina della 
propria governance, per la gestione e il controllo della propria 
amministrazione finanziaria e soprattutto per la libera organiz-
zazione della didattica.
A sottolineare il suo fondamentale ruolo di volano per la crescita 
culturale nazionale, l’UNAM diverrà anche il concreto e tangibile 
esempio per lo sviluppo di una via messicana del modernismo 
architettonico grazie al progetto per la nuova Ciudad Universita-
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p. 134
Ombre e luci assolute nel recinto interno, foto © Andrea Innocenzo Volpe
pp. 140-141
L’Espacio Escultórico, nella riserva naturale del Pedregal dell’UNAM. Gli intervalli 
maggiori fra i prismi evidenziano l’allineamento con i punti cardinali, 
foto © Andrés Cedillo
L’Espacio Escultórico poco dopo il completamento dei lavori, 
© Archivio storico dell’UNAM
p. 145
Un intervallo maggiore evidenzia l’asse cardinale del settentrione, 
foto © Andrea Innocenzo Volpe
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lunedì 23 Aprile 1979 alla presenza delle massime autorità, 
l’artista ricordò il percorso collettivo che portò alla realizzazione 
dell’Espacio Escultórico; un viaggio rivelatore di una comune 
dimensione inconscia che fece comprendere ai sei autori solo 
alla fine dell’avventura il potente riferimento latente, posto a 
pochi chilometri dall’opera, giusto a sud dell’Anillo Períferico e 
di dimensioni quasi identiche a quelle dell’Espacio Escultórico. 
La piramide a base circolare di CuiCuilco, la più antica della 
valle del México, costruita dalla più antica civiltà che abitò nella 
zona; prima dei Méxica, prima degli Aztechi. 
Il cerchio è chiuso. Il cerchio é aperto: silenzio.

1 “When you come, it is best to come on your own, because only on our own can we 
be complete. When we are with others, we have to divide ourselves, and the Espacio 
Escultórico is a place of solitude and silence, and there is nothing more creative than 
that”. <https://www.gaceta.unam.mx/el-espacio-escultorico-un-lugar-de-vida-y-si-
lencio/> (April/2025).
2 Porfirio Díaz served as President of Mexico for nearly thirty years across three terms. 
His final term, lasting from 1 December 1884 until his resignation on 25 May 1911, 
evolved into an outright dictatorship, which came to be  known as El Porfiriato. The 
Bonapartist-influenced constitutional reform promoted by Díaz guaranteed Mexico a 
period of political stability, economic growth and modernisation. However, this came 
at the expense of civil liberties: workers’ right to strike were suspended, public edu-
cation for the poorer classes was neglected, large landowners were favoured to the 
detriment of unskilled labourers, or peones, and freedom of the press was repressed 
through the so-called Ley Mordaza, or Gag Law. Having renounced power, resigned 
from office, and subsequently gone into exile in Spain, Díaz left the country in a state 
of instability that, within months, would erupt into the first great revolution of the 20th 
century; cf. E. Rabasa, La Constitución y la Dictadura. Estudio sobre la organización 
politica de México, Porrúa, Ciudad de México, 1990 (originally published in 1912). It 
should be noted that during the Porfiriato, Mexico City had become the new Paris, 
with many buildings inspired by the eclectic style of the Ville Lumière. In this regard, 
it is worth mentioning the Palacio de Comunicaciones y Obras Públicas, designed 
by the Italian architect Silvio Contri in the Neo-Renaissance style. Cf. F. J. Navarro 
Jimenéz, La desconocida trayectoria del arquitecto italiano Silvio Contri, 1888-1924 
in M. M. Checa-Artasu, O. Niglio (eds.), Architetti e Artisti nella Diaspora Italiana in 
America Latina. Arquitectos y Artistas en la Diáspora Italiana en Latinoamérica, Arac-
ne, Rome, 2021, pp. 120-147.
3 Justo Sierra (1848, 1912) was a Mexican jounalist, poet, philosopher and politician, 
known to be the major promoter and driving force behind the creation of UNAM. A 
dream that Sierra pursued since 1881 with the project of creating a modern Mexican 
university, presented without success before the Chamber of Deputies, Sierra pre-
sented his project once more at the opening of the Consejo Superior de Educación 
Pública on April 13, 1902, and yet again three years later before the same entity. In 
1905, the idea took hold with the creation of the Ministry of Public Education, which 
was established as a separate entity from the existing Secretariat of Justice. Sierra 
then rose from the position of undersecretary to that of secretary of the new executive 
agency. On March 30, 1907, in the context of the upcoming centenary anniversary of 
the start of the War of Independence, he was finally able to announce that the Presi-
dent of the Republic, Porfirio Díaz, had agreed to the founding of a National University. 
4 Also inspired by traditional European models, particularly that of the Universidad de 
Salamanca, the Real y Pontificia Universidad from the beginning offered courses in 
theology, law and medicine. Knowledge was grouped according to the model of the 
seven medieval arts: the Trivium (grammar, rhetoric and logic) and the Quadrivium 
(arithmetic, geometry, music and astronomy). The Real Escuela de Cirurgía was 
inaugurated in 1778, the Real Escuela de Minería in 1792 and the Academia de San 
Carlos for fine arts in 1794. Cf. A. M. Carreño, La Real y Pontificia Universidad de 
México, 1536-1865, Universidad Nacional Autonoma de México, Publicación de la 
Coordinación de Humanidades y del Instituto de Historia, Ciudad de México, 1961.
5 The foundation of the Real y Pontificia Universidad de México was preceded on the 
American continent only by the Universidad Nacional Mayor de San Marcos in Lima, 
whose Estudio General dates back to 1548.
6 The man who embodies university autonomy in Mexico is Ezequiel A. Chávez. Cf. 
<http://www.ahunam.unam.mx/autonomia/ezequielac.html> (May/2025)
7 Cf. A. Riggen Martínez, Luis Barragán 1902 1988, Electa, Milan, 1996 pp. 55-85. 
Regarding Rivera’s influence on Barragán’s interest for the Pedregal, see note 14 
of the chapter “Barragán e la sua città (1945-52) Los Jardines del Pedregal” of the 
said book where, in a reference to Rivera’s text Requisitos para la organizacíon del 
Pedregal, a document dating from around 1930 and preserved at the archives of the 
Fundacíon de Arquitectura Tapatía, AC, it says: “it has not been possible to ascertain 
whether the text was published in its entirety. Its importance is due to the fact that in 
Barragán’s manuscript entitled Algunas ideas para el desarrollo del Parque Residen-
cial del Pedregal de San Ángel [also preserved at the said foundation], the first point 
reads: ‘Try to take advantage of all the ideas that Diego Rivera has put forward’”. It 
is worth noting the role of the German architect Max Cetto in the development of the 
Pedregal. He was the first to build his home in the area, thus anticipating the famous 
Casas Muestra designed and built by Luis Barragán along Avenida Fuentes, at 
numbers 130 and 140, respectively, on behalf of the Pedregal property development 
company. Cetto could not sign his own projects until 1947, since at the time he was 
not yet a Mexican citizen nor had he been licensed as a professional architect in Mex-

ico. The famous model homes were designed to show customers the quality of the 
real estate development, so as to encourage the purchase of building lots being sold 
by the Jardines del Pedregal company, which Barragán created together with the 
entrepreneur José Alberto Bustamante. Cetto, who had been a student of Heinrich 
Wölfflin and had later collaborated with Hans Poelzig, was the youngest participant 
invited to CIAM in 1928. In 1938, due to the growing threat presented by the Nazi 
regime, he emigrated from Germany to the United States. After brief periods working 
with Frank Lloyd Wright and Richard Neutra, he moved to Mexico in 1939, where he 
became a central figure in the local modernist movement. In Mexico he collaborated 
not only with Luis Barragán, but also with Juan O’Gorman, José Villagrán García and, 
inevitably, Mathias Goeritz. He taught architectural design at the UNAM, where an 
atelier named after him still exists. See M. L. Cetto, Arquitectura Moderna en México 
Modern Architecture in Mexico, extended digital facsimile edition edited by B. Cetto 
and C. López, Universidad Nacional Autónoma de México, Ciudad de México, 2021 
(first facsimile edition, 2011, Museo de Arte Moderno, 2011. First edition in Spanish 
and English, Praeger, New York, 1961).
8 Cf. M. Adrià, Le Corbusier y la conexión mexicana, Atti del X Seminario DO.CO.MO.
MO. Brazil, Curitiba, 2013, pp. 4-16, J.M. Heredia, “Le Corbusier jamás visitó Méx-
ico”, Arquine, Columnas, May 2015, <https://arquine.com/le-corbusier-jamas-visi-
to-mexico/> (April/2025) and by the same author, “México y el CIAM Apuntes para la 
historia de la arquitectura moderna en México [Primera parte]”, in “Bitácora Arquitec-
tura”, n. 26, pp. 25-39 <https://doi.org/10.22201/fa.14058901p.2014.26.57137> 
(April/2025). Finally, on the influence of Beistegui’s attic by Le Corbusier on Barragán’s 
work, see J. Vázquez Ángeles, “El millionario surrealista”, in Casa del Tiempo, Vol. VI, 
Año V, n. 56, January-February, 2019.
9 The process of development and modernisation in Mexico, particularly during Miguel 
Alemán’s presidency, witnessed intense architectural activity and a simultaneous 
surge in industrial design and the visual arts. It is in this context that the Ruptura 
emerged – a term coined by Octavio Paz – a movement which marked a departure 
from the muralist tradition, which had been the bearer of post-revolutionary social 
issues, in order to open up instead to an abstract aesthetics influenced by the Eu-
ropean neo-avant-gardes, introduced to Mexico by expatriate artists and architects 
such as Mathias Goeritz. This new movement did not intend to question nationalism 
per se, but did take on a critical stance regarding both Mexican nationalism and the 
modernist tradition. Cf. F. Canales, Architecture in Mexico 1900-2010 The Construc-
tion of Modernity. Works, Design, Art, and Thought, Vols. I and II, catalogue of the 
exhibition of the same name held at the Palacio de Iturbide/ Palacio de Cultura Bana-
mex, Ciudad de México, between December 2013 and May 2014, Fomento Cultural 
Banamex, Mexico City, 2013 and R. Eder (ed.), Desafío a la estabilidad: Procesos 
Artísticos en México 1952-1967. Defying Stability: Artistic Processes in Mexico, 
catalogue of the exhibition of the same name held at the MUAC, Museo Universitario 
Arte Contmporáneo, Centro Cultural Universitario, Ciudad Universitaria, UNAM from 
27 March to 3 August 2014, UNAM / Turner, Ciudad de México, 2014.
10 A leading figure in Mexican architecture, he graduated from the École Nationale 
Supérieure des Beaux-Arts in France after also studying for some time, true to his 
family’s origins, in Italy. He helped found the College of Architects of Mexico (1946) 
and the magazine Arquitectura (later renamed Arquitectura México) in 1948, which 
published reviews of the works of architects such as Augusto H. Álvarez, Juan 
O’Gorman, José Villagrán García, Vladimir Kaspé and Mathias Goeritz. The maga-
zine, which published more than forty years and reached 119 numbers, was highly 
influential on 20th century Mexican architecture. He brought to Mexico many of the 
most innovative trends of the first half of the Century and helped to model Mexico 
City’s urban landscape with emblematic buildings such as the Ciudad Universitaria, 
the Conjunto Urbano Nonoalco Tlatelolco, the Escuela Normal Superior, the National 
Conservatory of Music and a number of multi-family housing complexes.
11 José Vasconcelos (1882-1959), an intellectual, politician, philosopher and educa-
tor, was Chancellor of the Universidad Nacional de México between 1920 and 1921, 
after which he became the first Secretary of Public Education during the presidency 
of Álvaro Obregon, during which time he promoted a vast programme of public edu-
cation in the name of a cultural nationalism which also encouraged a social, militant 
and education-oriented art. It is in this context, and as a result of this cultural policy, 
that the Mexican school of muralism was born. In 1923, David Alfaro Siqueiros, Diego 
Rivera and José Clemente Orozco, among others, signed the Manifesto of the Union 
of Technical Workers, Painters and Sculptors, which states: “Our main aesthetic aim 
is to socialise artistic expression […] We repudiate the so-called easel painting and 
all ultra-intellectual salon art for being aristocratic, and we exalt manifestations of 
monumental art for their public utility. We proclaim that every aesthetic expression 
that is foreign or contrary to the popular sentiment is bourgeois and must disappear, 
because it contributes to the corruption of our race’s taste – already almost com-
pletely perverted in the cities. We proclaim that, as our current social moment is one 
of transition between the annihilation of an aging order and the establishment of a 
new one, creators of beauty must strive to make their work clearly reflect ideological 
propaganda for the good of the people, turning art, which is currently a manifestation 
of individualist masturbation, into a purpose of beauty for all, of education, and of 
struggle”. The text powerfully conveyed the intentions of the new movement, which 
conceived art as an expression deeply linked to the popular classes. From this 
perspective, the walls of public buildings (often ancient colonial palaces) took on an 
educational significance when adorned with murals depicting the history and strug-
gles of the people. Muralism thus became one of the most radical expressions of art 
linked to the state born from the Revolution.
Cf. J. Ocampo López, “José Vasconcelos y la Educación Mexicana”, in Revista His-
toria de la Educación Latinoamericana, n. 7, 2005, pp. 137-157.
12 The so-called “Matanza” involved soldiers from the Olimpia battalion, who opened 
fire on students and demonstrators, probably on direct orders from President Gus-
tavo Díaz Ordaz. They fired at chest height without hesitation, killing an unknown 
number of people, which has deliberately never been clarified. Among the wounded 
was Oriana Fallaci, a correspondent for L’Europeo, who was initially reported dead. 
In a cruel twist of fate, the square that was transformed into a slaughterhouse – at 
the centre of the large, ultra-modern public housing complex in Tlatelolco – had also 
been designed by Mario Pani, the architect of the campus to which the victims of the 
massacre were never to return. The Plaza de las Tres Culturas had been conceived 
to preserve the ruins of an ancient Aztec temple, while also enhancing the historic 
Church of Santiago, built by the conquistadors at the site where, on 13 August 1521, 
the troops of Hernán Cortés had massacred 40,000 Aztecs, thus marking the begin-

librium has been found, the miraculous fusion between a remote 
past, in this case both geological and pre-Hispanic, and the  most 
advanced aspects of modernity.
In his speech given during the inauguration on April 23, 1979, in 
the presence of the highest authorities, Manuel Felguérez recalled 
the collective journey that led to the creation of the Espacio Es-
cultórico. Only at the end of that adventure did the six authors 
become aware, as if emerging from a shared unconscious di-
mension, the powerfully latent reference which stood only a few 
kilometres away, just south of the Anillo Periférico. A structure with 
dimensions almost identical to those of the Espacio Escultórico. 
This structure is the circular pyramid of Cuicuilco, the oldest in the 
Valley of Mexico, built by the most ancient civilisation that inhab-
ited the region - long before the Mexica, long before the Aztecs. 
The circle closes. The circle opens: silence.

Translation by Luis Gatt

1 <https://www.gaceta.unam.mx/el-espacio-escultorico-un-lugar-de-vida-y-
silencio/> (Aprile/2025).
2 Porfirio Diaz fu Presidente del Messico per quasi trent’anni grazie ai suoi tre man-
dati, l’ultimo dei quali, cominciato il 1° Dicembre del 1884 e conclusosi con sue 
le dimissioni del 25 Maggio 1911, si configurò come una vera e propria dittatura 
– il cosiddetto Porfiriato. Se la modifica della Costituzione in chiave bonapartista 
promossa da Diaz da un lato garantì al Messico stabilità, sviluppo economico e la 
modernizzazione del Paese, dall’altra ebbe inevitabili effetti sulle libertà civili con 
la sospensione del diritto di sciopero per gli operai, la totale inerzia per lo sviluppo 
di una pubblica istruzione per le classi meno agiate, la concessione di sempre 
maggiori privilegi per i latifondisti a danno dei peones e soprattutto il bavaglio alla 
libera stampa mediante la Ley Mordaza. Con la rinuncia al potere, le successive 
dimissioni e l’esilio in Spagna, Diaz lascerà un Paese instabile che da lì a pochi 
mesi vedrà dilagare la prima rivoluzione del Novecento; cfr. E. Rabasa, La cos-
titución y la dictadura. Estudio sobre la organización politica de México, Porrúa, 
Ciudad de México, 1990 (ed. orig. 1912). Da notare che durante il Porfiriato Città 
del Messico si trasformò in una piccola Parigi, con molte architetture ispirate allo 
stile eclettico della Ville Lumiére. Si ricorda a questo proposito il Palacio de Comu-
nicaciones y Obras Públicas, progettato dall’architetto italiano Silvio Contri in stile 
neorinascimentale. Cfr. F. J. Navarro Jimenéz, La desconocida trayctoria del arqui-
tecto italiano Silvio Contri, 1888-1924 in M. M. Checa-Artasu, O. Niglio (a cura di), 
Architetti e Artisti nella Diaspora Italiana in America Latina. Arquitectos y Artistas 
en la Diáspora Italiana en Latinoamérica, Aracne, Roma, 2021, pp. 120-147.
3 Justo Sierra (1848, 1912) fu un giornalista, poeta, filosofo e politico messicano 
noto per essere stato il principale promotore fautore della nascita dell’UNAM. 
Sogno che Sierra perseguì sin dal 1881 con il progetto di istituzione di una mod-
erna università messicana, presentato senza fortuna alla Camera dei Deputati. 
Sierra presentò nuovamente il suo progetto all’apertura del Consejo Superior de 
Educación Pública il 13 aprile 1902 e riproponendolo tre anni dopo davanti allo 
stesso organismo. Nel 1905, l’idea assunse maggiore forza quando la Secretaría 
de Instrucción Pública divenne una realtà, scindendosi dalla precedente Secreta-
ría de Justicia. Sierra passò da sottosegretario a capo della neonata agenzia del 
ramo esecutivo. Il 30 marzo 1907, nell’ambito dell’imminente centenario dell’inizio 
della guerra d’Indipendenza, egli poté finalmente annunciare che il Presidente 
della Repubblica Porfirio Diaz era d’accordo con l’apertura di un’Università 
Nazionale. 
4 Ispirata anch’essa ai modelli europei di tradizione scolastica e particolarmente 
all’Universidad de Salamanca, la Real y Pontificia Universidad ebbe dall’inizio 
corsi in Teologia, Legge e Medicina. Il sapere era raggruppato secondo il modello 
delle sette arti medievali: il Trivium (Grammatica, Retorica e Logica) e il Quad-
rivium (Aritmetica, Geometria, Musica e Astronomia). Nel 1778 fu avviata la Real 
Escuela de Cirurgía, nel 1792 la Real Escuela de Minería e nel 1794 l’Accademia 
de San Carlos per lo studio delle Belle Arti. Cfr. A. M. Carreño, La Real y Pontificia 
Universidad de México, 1536-1865, Universidad Nacional Autonoma de Mèxico, 
Publicacion de la Coordinación de Humanidades y del Instituto de Historia, Ciu-
dad de México, 1961.
5 La fondazione della Real y Pontificia Universidad de México fu preceduta nel 
continente americano solo dalla Universidad Nacional Mayor de San Marcos a 
Lima il cui Estudio General risale al 1548.
6 Se l’autonomia ha un nome e un uomo che la incarna, questo è Ezequiel A. 
Chávez. Cfr. <http://www.ahunam.unam.mx/autonomia/ezequielac.html> (Mag-
gio/2025).
7 Cfr. A. Riggen Martínez, Luis Barragán 1902 1988, Electa, Milano, 1996 pp. 
55-85. A proposito dell’influenza di Rivera sull’interesse di Barragán per il Pe-
dregal cfr. nota 14 del capitolo Barragán e la sua città (1945-52) Los Jardines 
del Pedregal del suddetto testo, dove in riferimento al testo di Rivera Requisitos 
para la organizacíon del Pedregal, 1930 ca., documento di archivio Fundacíon de 
Arquitectura Tapatia AC, si legge «non è stato possibile verificare se questo scritto 
sia stato pubblicato integralmente. La sua importanza è dovuta al fatto che nello 
scritto autografo di Barragán intitolato Algunas ideas para il desarollo del Parque 
Residencial del Pedregal de San Ángel al primo punto si legge: "Cercare di ap-
profittare di tutte le idee che Diego Rivera ha esposto", documento di archivio 
Fundacíon de Arquitectura Tapatia AC». Da ricordare nel progetto di sviluppo del 
Pedregal il ruolo dell’architetto tedesco Max Cetto che costruirà la propria casa 
nel Pedregal, la prima ad essere costruita nell’area, precedendo quindi le note 
Casas Muestra progettate e realizzate in Avenida Fuentes ai civici 130 e 140 per 
conto di Luis Barragán (ovvero come impiegato della società di sviluppo immo-
biliare del Pedregal; Cetto non poté firmare i suoi progetti fino al 1947, quando 
divenne cittadino messicano e architetto professionista abilitato a firmare i propri 

progetti in autonomia). Le celebri case modello furono pensate per mostrare ai 
clienti la qualità del frazionamento immobiliare, così da incentivare l’acquisto dei 
lotti edificabili venduti dalla società Jardines del Pedregal che Barragán stabilì 
con l’imprenditore José Alberto Bustamante. Cetto, allievo di Heinrich Wölfflin, poi 
collaboratore di Hans Poelzig e più giovane invitato al CIAM del 1928, emigrò nel 
1938 dalla Germania nazista alla volta degli Stati Uniti. Dopo brevi collaborazioni 
con Frank Lloyd Wright e Richard Neutra, riparò in Messico nel 1939 divenendo 
una delle figure più importanti del modernismo messicano collaborando oltre che 
con Barragán con Juan ‘O Gorman, José Villagrán García e – inevitabilmente – 
con Mathias Goeritz. Fu Docente di Progettazione Architettonica all’Unam, dove 
ancora oggi un atelier porta il suo nome. Cfr. M. L. Cetto, Arquitectura Moderna 
en México Modern Architecture in Mexico, edizione in facsimile digitale ampliata 
a cura di B. Cetto e C. López, Universidad Nacional Autónoma de México, Ciudad 
de México, 2021 (prima edizione facsimile, 2011, Museo de Arte Moderno, 2011. 
Prima edizione in spagnolo e inglese, Praeger, New York, 1961).
8 Cfr. M. Adrià, Le Corbusier y la conexión mexicana, Atti del X Seminario 
DO.CO.MO.MO. Brasil, Curitiba, 2013, pp. 4-16, J.M Heredia, Le Corbusier 
jamás visitó México, Arquine, Columnas, Maggio 2015, <https://arquine.com/
le-corbusier-jamas-visito-mexico/> (Aprile/2025) e del medesimo autore México 
y el CIAM Apuntes para la historia de la arquitectura moderna en México [Primera 
parte], in «Bitácora Arquitectura», n. 26, pp. 25-39 <https://doi.org/10.22201/
fa.14058901p.2014.26.57137> (Aprile/2025). Infine sull’influenza dell’attico de 
Beistegui di Le Corbusier sull’opera di Barragán cfr. J. Vázquez Ángeles, El million-
ario surrealista, in «Casa del Tiempo», Vol. VI, Anno V, n. 56, Gennaio-Febbraio, 2019.
9 Sul processo di sviluppo e modernizzazione del Messico e sulle opere ar-
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nuova tendenza – che beninteso non aveva come obiettivo la rottura con il nazion-
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dei Lavoratori, Tecnici, Pittori e Scultori: «Il nostro obiettivo estetico fondamentale 
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Forum, L’Architecture d’aujourd’hui, Arts and Architecture, and above all Progressive 
Architecture, where the photo of the model of the towers was placed alongside 
that of Niemeyer’s National Congress building in Brasilia, as if to seek a possible 
formal analogy between the blade-like buildings of the new capital and the Mexican 
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philosopher and Academic Secretary of the Coordinación de Humanidades of UNAM 
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14 L’incarico fu conferito da Mario Pani che chiedeva di sviluppare la proposta di 
un simbolo a scala urbana da posizionare sull’autostrada che avrebbe collegato 
l’Estado de México con Querétaro e che allora era in fase di realizzazione. L’opera 
avrebbe dovuto funzionare come un manifesto pubblicitario per il progetto della 
nuova Ciudad Satélite di Pani posta lungo questa strategica via di comunicazione. 
La sfida raccolta da Goertiz e Barragán fu quella di pensare ad una visione efficace 
delle torri da un’automobile lanciata in piena velocità. Le Torri furono oggetto della 
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tore. Cfr. O. Zuñiga, Mathias Goeritz, Editorial Intercontinental, México D.F., 1963 
e D. Garza Usabiaga, Las Torres de Satélite: ruina de un proyecto que nunca se 
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15 Otto Freundlich (1878) fu un pittore e scultore di origine ebraica vicino al Novem-
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della Fratellanza Umana, creata da artisti mediante una serie di sculture che for-
mavano un museo a cielo aperto. Essendo ebreo, fu fatto prigioniero dalla polizia 
nazista il 4 marzo 1943 e ucciso nel campo di concentramento di Majdanek. La Via 
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18 Possiamo solo immaginare la condivisione di esperienze e ricordi dell’Alhambra 
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19 Cfr. F. Quesada, Laberinto de vanguardias The Mexican Dream of Mathias Go-
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and Zaha Hadid, pp. 2-6.
20 Cfr. A. Chávez Santiago, tesi di laurea in Scienza della Comunicazione, Espacio 
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Politiche e Sociali, UNAM, México D.F., 2005.
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