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This thesis focuses on one particular linocut print created by Lorenzo Homar, 

titled El Obispo de Ponce (The Bishop of Ponce). The print presents the image of a 

Catholic bishop in two instances: in one, the Bishop faces the spectator dressed in his 

regalia, his face emotionless, and in the second image the bishop is shown seated with 

his back to the viewer, greeting churchgoers of diverse socioeconomic backgrounds. 

Class stratification is represented in this scene. Two of the largest figures, a finely 

dressed woman presenting a tray with a grapefruit, and a man bowing down to the 

bishop, represent upper class people. The rest of the people looking at the bishop are 

humble people, such as curious children, a poor couple, a mother with her two children, 

another family, and a snow cone seller, or piraguero. Here I endeavor to uncover the 

statement that Homar makes in this print. My argument revolves around the portrayal of 

the townsfolk or churchgoers and their connection to the bishop, in regard to Homar’s 

depiction of them as followers of the bishop. I have been particularly interested in 

discerning whether, like the song it is inspired by, Homar’s print is critical of the bishop 

and the Church, or whether it is more critical of the people who honor the bishop and 

follow the Church. 
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CHAPTER 1 
INTRODUCTION 

In 1954 Puerto Rican artists Lorenzo Homar and Rafael Tufiño combined their 

talents to create the graphic prints portfolio titled Las Plenas. Comprised of twelve 

linocut prints, this portfolio was designed as an homage to Manuel Jimenez “Canario,” 

the man responsible for disseminating with recordings the musical genre known as 

plena. Originating in the southern city of Ponce, plena songs tell stories based on 

factual events such as crimes of passion and hurricanes. They also repeat gossip and 

offer social commentary. 

A copy of the Las Plenas portfolio is held in the Special and Area Studies 

Collections of the University of Florida Smathers Library and has been examined for this 

thesis.1 Each print presents one plena song through a combination of illustration, 

calligraphy, and musical score, portraying a scene or a part of the story told in the song, 

along with two or three verses of the lyrics. This thesis focuses on one particular print 

created by Lorenzo Homar, titled El Obispo de Ponce (The Bishop of Ponce)  

(Figure 1-1). The print presents the image of a Catholic bishop in two instances: in one, 

the Bishop faces the spectator dressed in his regalia, his face emotionless, and in the 

second image the bishop is shown seated with his back to the viewer, greeting 

churchgoers of diverse socioeconomic backgrounds. Class stratification is represented 

in this scene. Two of the largest figures, a finely dressed woman presenting a tray with 

a grapefruit, and a man bowing down to the bishop, represent upper class people. The 

rest of the people looking at the bishop are humble people, such as curious children, a 

                                            
1 This copy of the Plenas portfolio, http://uf.catalog.fcla.edu/permalink.jsp?20UF024700413, only contains 
11 prints from the original twelve linocut prints.  
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poor couple, a mother with her two children, another family, and a snow cone seller, or 

piraguero.2  

Here I endeavor to uncover the statement that Homar makes in this print. 

Although the print includes three lyrical lines from the chorus of the song, Homar does 

not directly represent these lyrics in the scene. He positions the figures in a way that 

forms a semi-circle, showing first well-dressed people in the receiving line, followed by 

working class people. My argument revolves around the portrayal of the townsfolk or 

churchgoers and their connection to the bishop, in regard to Homar’s depiction of them 

as followers of the bishop. I have been particularly interested in discerning whether, like 

the song it is inspired by, Homar’s print is critical of the bishop and the Church, or 

whether it is more critical of the people who honor the bishop and follow the Church. 

Ultimately I contend that Homar gives the spectator a space for retrospection to 

formulate his or her own interpretation of the bishop and the larger Church. While 

Homar’s conception of El Obispo de Ponce is potentially a political satire and critique of 

the moral and political values of Puerto Rican society as a colony of the U.S., it is one 

that invites the viewer to engage in discussion. 

The song El Obispo de Ponce was composed around 1925 on the occasion of 

the arrival from the Philippines of Monsignor Edwin Vincent Byrne, the first bishop 

appointed to the city of Ponce. The song is an irreverent hymn inspired by local stories 

of the bishop's nocturnal activities, especially concerning his visits to a bar called 

Rarabueyón that was frequented by prostitutes. Located on the southern coast of 

                                            
2 In Puerto Rico, a piraguero is a man who sells shaved ice cones with fruity syrup from a hand-made 
cart. Piragueros usually sell piraguas in the center of a town. 
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Puerto Rico, Ponce is known on the island as the Perla del Sur (Pearl of the South), and 

for being the second largest and most populated city after the capital of San Juan. 

During and for some time after the American occupation in 1899, Ponce was the center 

of agro-economic power with major crops of sugar and coffee, of culture and performing 

arts, and of wealthy families residing in what are now the historic houses around the 

downtown area. Ponce was also the birthplace of both plena and bomba, two musical 

rhythms originating in marginalized communities of the city. These historic facts about 

Ponce are helpful to understand the socio-economic division depicted in the El Obispo 

de Ponce print. 

Research for this thesis included the consultation of published sources as well as 

a limited number of primary materials, such as correspondence between Homar and 

literary historian Efraín Barradas.3 Published works discuss the biography and artistic 

trajectory of Lorenzo Homar and his artistic influences. Although literature on the 

development of plena music as part of the cultural repertoire of the island, no 

comprehensive critical analysis of the Las Plenas portfolio has address some of the 

issues I am concerned with.4 Neither is there any in-depth analysis of the El Obispo de 

Ponce print. Facts about the crafting of Las Plenas are only mentioned in the sources 

studied in a descriptive and repetitive manner, without any further reflection on its 

significance and potential impact on the graphic arts scene in Puerto Rico. Tufiño is 

                                            
3 The correspondence is housed in the archives of the Museo de Historia, Antropología y Arte at the 
Universidad de Puerto Rico, Rio Piedras. Incidentally, Dr. Efrain Barradas is also an external member of 
my thesis committee. 

4 Most of the literature available is written in Spanish and located within the geographic limits of Puerto 
Rico. Literature available in English is primarily academic and based on the connection of plena music 
with the Nuyorican population.   
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usually the artist associated with the portfolio, due to his mural of the same period 

entitled La plena, which is a collage of scenes from plena songs similar to those 

included in the portfolio.5 Indeed, Tufiño did promote and prolong the thematic 

significance of plena music not only with his mural but also, later, with promotional prints 

he created for the DIVEDCO (División de Educación a la Comunidad), but Homar did 

not. Although he embraced and depicted cultural elements of the island in much of his 

artwork, Las Plenas portfolio remains as his only work dedicated to the plena genre.  

Music is a fundamental component of Puerto Rican culture. As a native artistic 

expression, the sound of the plena goes hand-in-hand with political and nationalistic 

rhetoric and is viewed on the island as an attribute of “Puerto Ricanness.” Many artists 

of Homar’s generation identified themselves as nacionalistas, Puerto Ricans seeking 

independence from the U.S.6 However, these are underlying ideas that are not 

immediately evident in the print’s topic, which focuses on the Church in Puerto Rico.  

The figure of Lorenzo Homar as an artist who returns to his motherland is the 

main subject of chapter one of this thesis. Homar forged a connection with Puerto Rico 

through his artistic work and support for the development of fine arts programs on the 

island. This human-country relationship was explored in his artwork, which was mostly 

focused on subjects related to culture and folklore. The portfolio of Las Plenas 

represents a sample of Homar’s nationalistic devotion, which he uniquely expressed in 

                                            
5 Teresa Tió, “Rafael Tufiño: The Art of Self,” in Rafael Tufiño, Pintor del Pueblo: Exposición 
Restrospectiva, 6 de Julio-7 de Octubre de 2001, (San Juan, PR: Museo de Arte de Puerto Rico, 2001), 
200. Tufiño worked on La plena mural from 1952-1954, and on the Plenas portfolio from 1953-1954.  

6 Agustín  Cubano, dir. 2007. La generación del cincuenta, The Fifties Generation. Instituto de Cultura 
Puertorriqueña. DVD, 5:18. Félix Rodríguez Báez, one of the founding members of the Centro de Arte 
Puertorriqueño (CAP) along with Homar, talks about the political views of members of this group. 
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El Obispo de Ponce. Since Homar was a founding member of the Centro de Arte 

Puertorriqueño (CAP), the chapter also deals with a preceding model of an artists’ 

collective in Latin America, Mexico City’s Taller de Gráfica Popular (TGP). The TGP 

was a seminal institution not only for printmakers but also for activist artists who 

expressed political and cultural positions in their artwork. Homar’s involvement in the 

CAP undoubtedly informed his artistic philosophy and subsequent work. The CAP is 

relevant not only for being the birthplace of the Las Plenas portfolio, but also as an 

example of cooperative artistic work modeled after the TGP.  

The artistic formation of Homar in New York City, before his return to Puerto 

Rico, is also discussed in Chapter 1, including his relationships with teachers and 

mentors such as Ben Shahn. A versatile artist, Shahn forged a prolific career as 

printmaker, muralist, and painter, and also as a photographer for the Farm Security 

Administration (FSA). Shahn was a major thematic and stylistic influence in the work of 

Homar, and his role as a fearless political artist was perhaps the main attribute 

emulated by Homar. 

Chapter 2 is mainly devoted to the plena song El Obispo de Ponce and its 

connections to Homar’s print. The origins of plena music as an innately Puerto Rican 

rhythm are introduced. Then conceptions of the bishop of Ponce as either the victim of 

vicious gossip or a two-faced religious man are considered using known verses of the 

song. The work of Mexican printmaker Leopoldo Méndez (1902-1969) in Incidentes 

Melódicos (1944), a publication made by the TGP’s imprint La Estampa Mexicana, is 

presented in this chapter as an example of a work that combines engravings with text 

and music and aims to celebrate national folklore. 
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Chapter 3 offers an analysis of the Obispo de Ponce linocut print,  
 
deconstructing the scene by discussing each of the figures. The figure of the  
 
bishop is chiefly discussed, as his figure is the main subject of both the song and the  
 
print. His attire, his placement twice in the print, and his facial features are  
 
some of the aspects examined as a way to identify and uncover Homar’s intentions in 

depicting this character. The figures of the townsfolk also subjected to this examination, 

because their presence and demeanor as conceived by Homar suggests to viewers the 

impact the bishop had in the city of Ponce. The presence of a figure with arms crossed 

in the background, likely a self-portrait of Homar, is also analyzed. We then consider the 

overall meaning of the piece in relation to Homar’s satirical intentions and critical stance 

toward the Catholic Church and its U.S. representative, the Bishop of Ponce. 

  Chapter 4 is the conclusion, which connects all the chapters to my initial 

argument. Examining a work of art equates to opening a chapter of a hidden history. In 

the case of the linocut print El Obispo de Ponce I strive to uncover and deconstruct 

Homar’s rationale as an artist, thus contributing to the history of Puerto Rican art. 
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Figure 1-1. Lorenzo Homar, El Obispo de Ponce, 1954. Linocut print, 32.5 x 49.7 cm 
(sheet). From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida. 
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CHAPTER 2 
LORENZO HOMAR: AN ARTIST RETURNS TO HIS MOTHERLAND 

The 1950s was the decade of a major political event in Puerto Rico. Under the 

administration of governor Luis Muñoz Marín, the island went from being a highly-

controlled U.S. territory to being a Commonwealth of the United States. The decade 

also brought the return of many Puerto Rican artists who had been living in the U.S., 

among them Lorenzo Homar. Regarded primarily as a printmaker, Homar, along with 

Rafael Tufiño and other artists, revolutionized the manner in which art was done on the 

island. This chapter illustrates how Lorenzo Homar combined his artistic formation and 

artistic influences in the crafting of the portfolio of Las Plenas. More specifically, I link 

Homar’s background and influences to his rationale in creating the print of the plena 

song El Obispo de Ponce (Figure 2-1).  

This Chapter builds a foundation to discuss the print, and view Homar’s work as 

a visual satirical critique of the interconnection of religion and the socioeconomic 

situation on the island. I will review his political leanings concerning the state of the 

island as a U.S. territory, as well as Homar’s work and involvement with the Centro de 

Arte Puertorriqueño (CAP). Like other artists from the CAP, Homar advocated for the 

sovereignty of the island, not as an enemy of the U.S., but primarily to push for an end 

of the colonial status of the island. As a way to express Puerto Rico’s right to 

independence, Homar’s artwork dating from the time he returned to Puerto Rico dealt 

mostly with cultural subjects that expressed the island’s unique identity. This was the 

case of his work and participation in the CAP, and in two other cooperatives, DIVEDCO 

and the Taller de Artes Gráficas of the Instituto de Cultura Puertorriqueña. Silkscreen 

constituted the primary printing technique used by Homar in the workshops, which he 
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implemented to create posters for promotional purposes. This graphic work shows how 

Homar used his artistic abilities to serve the cultural needs of the island. His work in the 

Plenas portfolio follows that same idea of cultural promotion to help enhance the image 

of Puerto Rico as a nation. In the print El Obispo Homar doesn’t incorporate his political 

beliefs, regarding the struggle for independence, in a conspicuous manner. Instead, the 

print represents a side of his work that specifically and potentially responds to the 

cultural legitimation of plena music. 

The portfolio Las Plenas is one of Homar’s first artworks aimed at bringing 

awareness of the cultural richness of the island. In this sense, Homar acts with agency, 

employing his talents to create art that supports his belief in the independence of the 

island. The independence and nationalistic advocacy of Homar and his fellow members 

of CAP, exposes the circumstances and socioeconomic situation of Puerto Rico during 

the 1950s. I will discuss Homar’s work with the CAP, the collective workspace from 

which the portfolio of Las Plenas emerged, and expand by discussing a predecessor of 

the CAP, Mexico’s Taller de Gráfica Popular. I will also discuss Homar’s earlier artistic 

formation in New York, where he was surrounded by and acquainted with major figures 

of the abstract expressionism and social realism movements, such as Reginald Marsh 

and Ben Shahn. 

Historical and Political Evolution of Puerto Rico 

Puerto Rico’s cultural legacy and nationalistic identity became integral and 

repetitive themes in Homar’s artwork after his return to the island. But these themes are 

distinct from one another: the former relates to the traditions and customs developed 

through the blending of the island’s three major ethnic groups: indigenous Taíno, 
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Spanish, and African. The latter was a response to Puerto Rico’s colonization, first by 

Spain and later by the U.S.  

In order to see and understand this thematic development in Homar’s graphic 

prints, it is important to understand the historical-political evolution of the island. 

Discovered by Christopher Columbus in 1493, Puerto Rico is currently one of the oldest 

colonies in the American hemisphere. While most other Latin American nations broke 

from Spain in the early nineteenth century, the island remained under Spanish rule until 

1898, when Spain engaged in an armed conflict with the United States. As a result of 

the Spanish-American War, Spain ceded ownership of Guam, the Philippines, Cuba, 

and Puerto Rico to the United States. With the ratification of the Treaty of Paris in 1899, 

Puerto Rico officially became a U.S. territory.1 Since 1493 Puerto Rico has been 

controlled by much more powerful states whose centers were located far from the 

island. 

Although the Treaty of Paris did not specify an immediate resolution concerning 

the political organization of Puerto Rico, a year later in 1900 a law known as the Foraker 

Act was passed to establish a civilian government and an executive council. This type of 

government was not autonomous, meaning the gubernatorial body was not the result of 

general elections. The president of the U.S., at that time William McKinley, was 

responsible for selecting the governor and members of the executive council.2  

The Foraker Act signified a second step in the American annexation of Puerto 

Rico. Although the act established a civilian government, it did not provide a citizenship 

                                            
1 Fernando Picó, Historia General de Puerto Rico (San Juan, PR: Ediciones Huracán, 2008), 252. 

2 Ibid, 254. 
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resolution.3 And the political status of the island remained undefined. It was not until 

1917, with the passage of the Jones Act, that Puerto Ricans were granted rights similar 

to those of other U.S. citizens. The law gave automatic American citizenship to all 

inhabitants of the island and the right to elect a local senate with two senators by district 

and five others by general votes.4 These changes brought some stability to the 

relationship between the U.S. and Puerto Rico, and eliminated the absolute power of 

the executive council. However, the governor was still appointed by the president of the 

U.S., until 1947 when the Jones Act was amended to allow gubernatorial elections. In 

1948, Luis Muñoz Marín won the first gubernatorial elections in Puerto Rico, 

representing the first victory of the Partido Popular Democrático (PPD).5 

Under the PPD motto of Pan, Tierra y Libertad (Bread, Land, and Freedom), the 

government of Muñoz Marín sought to continue shaping the political status of the island. 

The goal was to decrease the level of absolute power executed by the U.S. Congress in 

Puerto Rico.6 Achievement of suitable political powers, autonomy, and a more 

permanent solution to the territorial condition of the island was part of the agenda of the 

cabinet of Muñoz Marin. The programmatic agenda of the Puerto Rican government 

began to be heard in Washington, and in 1951 Congress approved the creation of a 

                                            
3 Ibid, 255. 

4 Ibid, 268. 

5 Ibid, 288. 

6 Ibid, 268. The U.S. Congress following the specifications stated by the Jones Act, ruled over trade 
negotiations, allowing only commercial shipments from American made ships with American crews. 
https://www.loc.gov/rr/hispanic/1898/jonesact.html The U.S. also maintained control over fiscal and 
economic matters and exercised authority over mail services, immigration, defense and other basic 
governmental matters. 
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constitutional convention to draft the Constitution of Puerto Rico.7 Members of the 

convention, mostly from the PPD, suggested the celebration of a referendum on the 

island’s territorial status, which took place on March 3, 1952. As a result of this special 

election, Puerto Rico became an Estado Libre Asociado, known in English as a 

Commonwealth.8 The Commonwealth formula ratified the concepts of autonomous 

government and permanent union with the United States.9 This new government 

allowed for the possibility of celebrating more referendums, giving the people the option 

to vote for statehood, independence, or commonwealth.10 

Questions about Puerto Rico’s autonomy and territorial status, and its cultural 

relationships to both Spain and the U.S., have definitely marked the identity construction 

of Puerto Ricans. The national identity of Puerto Ricans is a sensitive subject that 

ignites discussions about the political status of Puerto Rico as well as provokes ardent 

defenses of the island’s cultural values.  

During the four hundred years of Spanish domination, settlers brought their 

language, customs, traditions, and religion. As in other Spanish territories, the Catholic 

                                            
7 Ibid, 297. 

8 Ibid. 

9 Ibid. 

10 Fernando Bayrón Toro, Historia de las elecciones y los partidos políticos de Puerto Rico (Mayaguez, 
P.R.: Editorial Isla, 2008), 385. Puerto Ricans had been summoned to choose a territorial status 
resolution in four plebiscitos (referendums): 1967, 1993, 1998, and 2012. Commonwealth, Statehood, 
and Independence were the choices presented in 1967 and 1993. Commonwealth was the option 
selected in both years. The same territorial solutions were proposed in 1998 and 2012, along with a new 
option called Asociación Libre (Free Association), which is the territorial status incorporated in Micronesia, 
the Marshall Islands, and Palau. Statehood for Puerto Rico won the majority of votes during these last 
two referendums. Steps to consider a political status solution based on last referendum results are still 
pending in the U.S. Congress. Joanisabel González, “Rechazo amplio al ELA,” El Nuevo Día (San Juan, 
PR), November 07, 2012, accessed November 30, 2015, 
http://infoweb.newsbank.com/resources/doc/nb/news/14693D9AFB597B0?p=AWNB. 
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Church held a strong and commanding role. These imposing roots, blended with the 

cultural influences of subsequent American colonization, shape the foundational and 

polemical legacies that have prompted artists like Lorenzo Homar to construct the 

cultural identity of Puerto Rico. The need to harvest this identity created a space to 

promote underrepresented cultural values through art.  

The 1950s marked the beginnings of a cultural awakening in Puerto Rico, seen 

especially in the arts. The return of artists and writers from the United States to the 

homeland brought new art forms, such as printmaking, and a new thematic framework 

focused on cultural values and the socioeconomic situation of the island.11 This cadre of 

talented people was instrumental in shaping the cultural identity of the island, bringing 

through their works recognition and awareness of customs and traditions.12 Music and 

dances such as bomba and plena, folkloric tales, culinary recipes, and festivities were 

identified as manifestations of the uniquely Puerto Rican cultural identity. 

In the print El Obispo de Ponce, music, such as plena, is a primary cultural 

component and part of the cultural dissemination program of the CAP. The figure of the 

piraguero in the print represents a traditional trade in Puerto Rico still practiced in 

current times. The piraguero embodies a humble man who makes his living preparing 

refreshing concoctions of shaved ice with syrup, pushing a wooden cart around squares 

or waiting outside churches in Puerto Rican towns. By adding the figure of the piraguero 

                                            
11 Most of these artists and writers were returning to the island after completing their education in the 
United States. Puerto Rico was seen and considered their mainland.  

12 Marimar Benítez, “La década de los cincuenta: afirmación y reacción,” in Puerto Rico-- Arte e 
identidad, Hermandad de Artistas Gráficos de Puerto Rico, 1st ed (San Juan, P.R: Editorial de la 
Universidad de Puerto Rico, 1998), 115. 
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in the print, Homar reminds viewers that his presence is part of the cultural repertoire of 

Puerto Rico.  

The CAP and El Taller de Gráfica Popular (TGP), the Foundation of Latin 
American Printmaking 

The Centro de Arte Puertorriqueño (CAP) constitutes one of the cornerstones of 

collective printmaking work in Puerto Rico. Founded in 1950, the CAP introduced the 

practice of this art form not only to accomplish the goal of creating affordable and easy 

to reproduce art but also to generate an imaginarium and consciousness of cultural and 

national values. Like other collective art entities in the Americas, the CAP was guided 

by patriotic values and a strong social conscience. In Puerto Rico the latter included an 

awareness of the socioeconomic disparities prevailing in Puerto Rico.13 The notion of 

proletarian rights, representing the interests of Puerto Rican domestic, factory, and 

agrarian workers living in marginalized communities affected by poverty and geographic 

distances, was a major concern of the CAP. Artists arriving from the U.S. were struck by 

this social reality and impelled to address it in their work.  

Before the formation of the CAP in Puerto Rico, another collective workshop from 

Mexico served as a precursor. Founded in 1937, the Taller de Gráfica Popular (The 

People’s Print Workshop, or TGP), was a groundbreaking institution that disseminated 

the virtues of printmaking throughout Latin America and the U.S. It could be said that 

the TGP modeled the concept of collective printmaking work in the Americas, to be later 

emulated by the CAP. Functioning as a cooperative and factory-like workshop, the TGP 

opened its doors to native Mexican artists and foreign artists fleeing fascist regimes in 

                                            
13 Ibid, 120. 
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Europe. The TGP also welcomed artists from the U.S. communist party such as John 

Woodrow White, and African-American artists such as Elizabeth Catlett and Charles 

White, who fled the U.S. to escape racial segregation laws during the Jim Crow 

period.14  

Collective workshops in Mexico constituted a novel concept already implemented 

in Europe. The thrill of working together toward the same goal and principles plus the 

possibility of anonymity were captivating features of this working structure. This model 

of collective work was similar to a model originated by the Russian group of 

constructivists that included Wassily Kandinsky and Aleksandr Rodchenko among its 

members. Founded around 1911 in Moscow, the group was sponsored by the 

revolutionary Bolshevik government and focused on experimental modes of art.15 The 

Mexican Revolution took place around that same time (1910-1920), bringing an end to 

the decades-long government of General Porfirio Díaz.16  

Direct connection between the TGP and the constructivists has not been 

evidenced and documented, even though there was a transcontinental network of 

revolutionary artists who traveled between Europe and Latin America, for learning 

opportunities and political activism. For example, in 1931 Mexican muralist David Alfaro 

Siqueiros took part in Spain in the fight against the fascist regime of General Francisco 

                                            
14 James M. Wechsler, “Taller de Gráfica Popular: The Life and Drama of Mexico,” in Mexico and Modern 
Printmaking, (Yale University Press, 2006), 208.  

15 Maria Gough, The Artist as Producer: Russian Constructivism in Revolution, 2005,183. 

16 Eduardo Blanquel, “La Revolución Mexicana,” in Historia mínima de México, (Mexico, D.F.: 1994), 137. 
The Revolution originated over issues of land and water ownership, agrarian losses, and the murder of 
Francisco I. Madero, Díaz’s most fierce political critic and adversary. These events strained and divided 
the Mexican people, who formed into small ejércitos (armies) under the leadership of Emiliano Zapata 
and Pancho Villa. 
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Franco.17 Later, also toward the end of the 1930s, another art collective workshop was 

developed in Valencia, Spain, by graphic designer Josep Renau. This initiative, called 

“Talleres,” functioned also as a training facility that focused on printmaking and design 

forms such as photomontage.18 Around this same period, Mexican artists sympathizing 

with communist leanings visited Madrid and Valencia looking to forge ties with fellow 

communists artists like Renau. During these visits, Renau became acquainted with 

Siqueiros and with painter and printmaker Antonio Pujol, forging then a connection 

between Spanish and Mexican artists.19 

In Mexico, an effort similar to that of the Russian constructivists was materialized 

through the group of muralists. Diego Rivera, Siqueiros, and José Clemente Orozco 

were seminal members of this pioneering collective responsible for creating 

monumental murals. Like the constructivists, the muralists were summoned by 

government initiative, under the leadership of José Vasconcelos, Ministry of Public 

Education during the 1920s. But contrasting with the Russian project, the muralists 

focused on producing images depicting the social reality of Mexico taken from the 

perspective of indigenous and working class people.20  

Under the leadership of master printmaker and founding director Leopoldo 

Méndez (1902-1969), the TGP emerged from another artists’ group formed by artists 

and writers, the Liga de Escritores y Artistas Revolucionarios (League of Revolutionary 

                                            
17 Suzanne Schadl and Claire-Lise Bénaud, “Josep Renau’s Mexican exile: Political and Artistic 
Crossing,” in Migrations and Connections: Latin America and Europe in the Modern World (2012), 15.  

18 Ibid, 15. 

19 Ibid, 14. 

20 Mary K. Coffey, The Social and the Real: Political Art of the 1930s in the Western Hemisphere 
(University Park, PA: Pennsylvania State University Press, 2006), 61. 
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Artists and Writers, LEAR). Organized in 1933 by Méndez, the same Siqueiros, Pablo 

O’Higgins, writer Juan de la Cabada, and Luis Arenal, LEAR endeavored to represent 

the interests of the working class and to combat the growing menace of fascism in 

Mexico.21 A program of cultural awareness to promote authentic Mexican identity was 

also part of the program of LEAR. Méndez spent four years working for this ensemble, 

producing political graphic posters, painting murals along with other artists from the 

collective, editing their journal Frente a Frente, and participating in exhibitions and 

conferences.22 In 1935, branching out of this collective, Méndez and Siqueiros opened 

the league’s art school, the Taller-Escuela de Artes Plásticas (Workshop-School of 

Plastic Arts, TEAP).23 The TEAP functioned as a multidisciplinary initiative that 

continued its own way until forming the TGP two years later. Organized by members of 

the Partido Comunista Mexicano (Mexican Communist Party), the Taller held the 

mission of publishing promotional materials to advance leftist and proletarian causes.24  

The members of LEAR followed the directives of the Sixth Congress of the 

Communist International of 1928, an entity that emphasized the class struggle and 

encouraged working classes in all countries to rise against the ruling classes.25 In the 

1930s, communism was seen as a political alternative that sympathized and advocated 

                                            
21 Deborah Caplow, Leopoldo Méndez: Revolutionary Art and the Mexican Print (Austin: University of 
Texas Press, 2007), 93. 

22 Ibid. 

23 Humberto Musacchio, El Taller de Gráfica Popular (México, D.F.: Fondo de Cultura Económica, 2007), 
21. 

24 Ibid. 

25 Caplow, 94. The author does not indicate where the Congress was held but a digital version of the 
program shows Moscow as meeting location, 
http://ciml.250x.com/archive/comintern/ci_sixth_congress_stalin_major_problems.html 
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for the rights of working class people. Unions and workers’ organizations emerged with 

proletarian ideals based on a communist structure. But according to Deborah Caplow, 

as opposed to the TEAP, the TGP maintained a nonsectarian attitude in order to 

welcome newcomers based on talent and not on political activism.26  

Although Méndez maintained a high profile as a member of LEAR, soon 

discrepancies related to the structure of the group arose, jeopardizing its integrity. It is 

suspected that the arrival of Russian Leon Trotsky to Mexico in January 1937 strained 

relationships among members of the Popular Front and the Partido Comunista 

Mexicano (PCM) working for the LEAR.27 The Popular Front was a coalition formed 

between leftists, centrists, and sometimes liberals, acting as a united front against 

fascist regimes, such as that of the Nazis. Trotsky, a Marxist revolutionary, sought 

asylum in Mexico as a result of the incoming regime of Josef Stalin.28 The LEAR 

members who identified as communists and followers of Stalin deplored Trotsky’s 

presence in Mexico, leading to the eventual dissolution of the collective. Méndez, in his 

own words, stated that “LEAR died of the worst illness: opportunism,” claiming that the 

group’s rapid growth diluted its original mission to produce revolutionary material, and 

that as a result the LEAR became more of a professional organization for writers and 

artists, who joined for practical rather than ideological reasons.29 Méndez himself was a 

                                            
26 Caplow, 125. 

27 Wechsler, 65.The Mexican government offered asylum to Trotsky and his family. He was also 
welcomed by Diego Rivera and wife Frida Kahlo.  

28 Eric Hobsbawn, The Age of Extremes: a History of the World, 1914-1991 (New York: Vintage Books, 
1994), 74. 

29 Wechsler, 66. LEAR membership grew, attracting politically diverse members what lead to different 
political directions within the group.  
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follower of labor leader Vicente Lombardo Toledano, a Marxist supporter of leftist 

Mexican president Lázaro Cárdenas.30 As a loyal lombardista, Méndez left LEAR to 

form the TGP.31 LEAR was no longer seen as a viable platform and space to manifest 

and execute social and political artwork.  

As mentioned, besides Méndez, American born artist Pablo (née Paul) O’Higgins 

and Luis Arenal were the other two founding members of the TGP. Other artists such as 

Ignacio Aguirre, Jesús Escobedo, and Antonio Pujol later joined the TGP. Although not 

a TGP member, Siqueiros made use of its facilities to print some work but without any 

major involvement with the organization.32 

The TGP counted a select number of trailblazing printmakers among its 

influences. The work of José Guadalupe Posada (1852-1913), a respected and 

celebrated late nineteenth century Mexican printmaker, was heralded as a blueprint by 

Méndez and his comrades at the TGP. Posada was one of the pioneers of Mexican 

printmaking, originating a version of political satire aided by cartoonish illustrations of 

calaveras (skulls). The calaveras were often substituted for the likenesses of 

government and high society people and expressed critical messages aimed at these 

figures.  Figuratively and thematically influenced by the work of Posada, Méndez’s 1949 

linocut, Calaveras televisiosas (Figure 2-2), shows a group (at right) of six working class 

people, all with sad skeletal faces, looking at a television set through a store display 

                                            
30 Ibid, 61.  

31 According to Caplow, Méndez left LEAR because he thought the group lost its original political 
philosophy as it welcomed socialist members. The desire to continue following communist-proletarian 
values led Méndez and other LEAR members to form TGP. 

32 Caplow, 155. 
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window. The television broadcasts an image of a group of skeletons celebrating with 

wine at a dinner party. Méndez depicts a sharp contrast between socioeconomic 

classes by showing the working class people observing the luxuries enjoyed by an 

economically advantaged group of people. A message framed by two skulls at the top of 

the scene reads, “Calaveras televisiosas, todo por un hoyito” (Calaveras depraved by 

television, everything through a little hole).33 Considering the date of this print, the 

television set, a technologically advanced commodity back in late 1940s, symbolizes an 

unattainable good reserved for the wealthy. The same can be said about the food and 

wine celebration, a privilege of the elite social class. The message displayed at the top 

suggests the extent of greed and the power of money, and how the ambition to obtain a 

wealthy lifestyle can transform people’s moral values. The group of working class 

people, including a mother with two children, represents the level of misery and poverty 

experienced by many in the Mexican nation. Ultimately, the showing of these two social 

groups reflects and documents the socioeconomic disparities prevailing in Mexico in 

1949.  

Springing from a similar model as the LEAR collective, the TGP thematic 

repertoire focused on Mexican history and current local and international events such as 

struggles for national liberation in other countries.34 But unlike LEAR, the TGP never 

opposed the government, despite its participation in the discourse of revolutionary 

action. The TGP backed the presidency of Cárdenas by creating public service 

announcements and posters with political propaganda, such as anti-fascist messages. 

                                            
33 Translation taken from the Caplow book. 

34 Caplow, 125. 
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Artists of the TGP were skilled in a wide range of printing methods and produced most 

of their prints using three major techniques: linocut, woodcut, and lithograph. Equipment 

and materials used in the workshop were mostly obtained by donations. Méndez asked 

the Universidad Obrera (Workers’ University) and the Secretaría de Hacienda 

(Department of Revenues) for donations of used equipment and materials, including an 

old lithograph press, a handpress, and lithographic stones.35 

The 1950s saw the decline of the Taller, with the departure of Méndez from the 

collective. Although it did not meant the dissolution of the Taller as an entity, founding 

members like O’Higgins also gradually withdrew from the group.36 Nevertheless, the 

rich printing legacy of the TGP inspired later generations of Latin American printmakers, 

including those of the Centro de Arte Puertorriqueño. 

The Centro de Arte Puertorriqueño 

Envisioned as a collective workshop where emerging artists could meet and 

exchange ideas and creative wisdom, the Centro offered an opportunity to showcase art 

from a local perspective. The rediscovery, or in some cases simply the discovery, of a 

national sentiment and identity was the glue that bonded Homar, Rafael Tufiño, José A. 

Torres Martinó and Félix Rodríguez Báez to the Centro (Figure 2-3). This group of 

artists is currently referred to by Puerto Rican scholars as “La Generación del 50” (The 

Generation of the 1950s), because of its pivotal role constructing a native visual identity. 

In a segment of the documentary La Generación del 50, Rodríguez Báez sheds light on 

the fact that the artists identified as nationalists and sought the end of American 

                                            
35 Caplow, 126. 

36 Ibid, 224. 
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colonialism in the island.37 Homar as well as other members of the CAP saw 

themselves as producers of an authentic Puerto Rican identity, whose creation would 

help further the nationalist cause. 

This native artistic atmosphere attempted to depict the socioeconomic reality of 

the island and highlight the richness of the culture. Although labor-intensive, printmaking 

is a viable method to reproduce artwork and make it widely accessible. Like at the TGP, 

the artists of the Centro worked exclusively in printmaking techniques such as linocut 

and woodcut, to render, transfer, and manifest images expressing the cultural essence 

of Puerto Rico. The CAP’s mission is exemplified in four portfolios it created: La 

estampa puertorriqueña in 1951 (Views of Puerto Rico); Estampas de San Juan in 1953 

(Pictures of San Juan); El café, and Plenas (Figure 2-4), both in 1954.  

The overall mission of these works was to open a panoramic window onto life in 

Puerto Rico, by presenting scenes of life in the city and the countryside. By picturing 

scenes such as sugarcane and coffee plantation workers, life in poor neighborhoods 

like La Perla, and a ferryboat trip from Cataño to San Juan, the Centro artists created a 

corpus of works that reflected the economic and political situation of the newly created 

commonwealth. The social reality of the island was not an entirely novel subject in local 

art. Pictures depicting Puerto Rican sugar mills, landscapes, traditions, and people 

during Spanish colonial times are persistent themes in the paintings of Francisco Oller 

(1833-1917). A prime example of the nationalistic sentiment seen already during his 

                                            
37 Agustin  Cubano, dir. 2007. La generación del cincuenta The fifties generation. Instituto de Cultura 
Puertorriqueña. DVD, 5:18.  
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time is Oller’s masterpiece painting El Velorio (1893) (Figure 2-5). The work depicts an 

Afro-Caribbean tradition called baquiné, a form of celebratory wake for a child. Oller 

intensifies the scene by embedding multiple sub-narratives in the figural groups 

surrounding the dead child. The painting speaks about the traditions of jíbaros, the 

peasant people of Puerto Rico, here in terms of rituals honoring dead.  

Besides linocut and woodcut, silkscreen was also highly implemented by the 

Centro. Due to their reproductive aspect, these techniques were considered to be a 

viable form to make their art accessible to the general public. The figurative style 

developed by the Centro artists tended toward social realism. The portfolios created by 

the Centro evidence this stylistic tendency. 

The Centro also drew on the foreign artistic influences brought by Rafael Tufiño 

and Lorenzo Homar. Tufiño lived in Mexico for two years (1947-1949), where he was a 

student at the Academia de San Carlos in Mexico City. While matriculated in San 

Carlos, Tufiño took painting and drawing classes, but was prevented from taking 

printmaking classes due to scheduling conflicts with his other classes.38 That situation 

drove Tufiño to study the work of the TGP, and pay regular visits to the workshop of 

Mexican printmaker Carlos Alvarado Lang.39 In the case of Homar, in the U.S. he 

became acquainted with Ben Shahn, an American printmaker whose specialties were 

                                            
38 Teresa Tió, “Rafael Tufiño: The Art of Self,” in Rafael Tufiño, Pintor Del Pueblo: Exposición 
Retrospectiva, 6 de Julio - 7 de Octubre de 2001, (San Juan, PR: Museo de Arte de Puerto Rico, 2001), 
197. Alfredo Zalce, an engraver of the TGP, was Tufiño’s painting professor.  

39 Ibid. Carlos Alvarado Lang (1905-1961) was a Mexican engraver, expert in metal engraving 
techniques. His is primarily recognized for his teaching career at the Escuela Nacional de Bellas Artes 
(ENBA), where he directed the metal engraving workshop. Alvarado Lang was not involved with the TGP. 
http://www.jornada.unam.mx/2005/09/25/sem-raquel.html 
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engraving and lettering.40 He also admired the work of Florencio Molina Campos, an 

Argentinean illustrator and painter whose work was featured in several Disney cartoons 

in the 1940s.41 

The Centro had a brief existence, lasting only from 1950-1954, but this humble 

initiative nurtured a cluster of artists who later became master printmakers. Both Homar 

and Tufiño served as mentors to other renowned artists such as Antonio Martorell, José 

Rosa, and José Alicea. The printmaking effort initiated with the Centro was later 

transferred to governmental programs such as División de Educación a la Comunidad 

(DIVEDCO, Community Education Division of the Department of Public Instruction), the 

Taller de Artes Gráficas (Graphic Arts Workshop) of the Instituto de Cultura 

Puertorriqueña (Institute of Puerto Rican Culture), and later the Escuela de Artes 

Plásticas (School of Fine Arts). 

Homar and his Artistic Beginnings  

Lorenzo Homar was born in 1913, in Puerta de Tierra, a neighborhood in the 

capital city of San Juan. The arts were always present in the Homar family due to his 

father’s (Lorenzo Homar Sr.) film distribution business and his mother’s (Margarita 

Gelabert) devotion to music. But life in Puerto Rico ended when in 1928, due to financial 

hardships, the Homar family moved to the United States. New York City was chosen as 

their new home, where young Lorenzo was exposed to a vibrant cultural environment.  

At the beginning life in New York City was not easy, but somehow Homar found 

ways to turn difficult times into learning opportunities. He took a full-time job to help his 

                                            
40 Howard Greenfeld, Ben Shahn: An Artist’s Life (New York: Random House, 1998). 

41 Flavia Marichal Lugo, “Cronología de Lorenzo Homar," in Abrapalabra: La Letra Mágica, Carteles 
1951-1999 (San Juan, PR: Editorial de la Universidad de Puerto Rico, 2001), 224. 
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family during his high school years and continued with his studies at night, attending the 

Textile High School, a vocational school specializing in fabrics and the textile industry.42 

His day job doing quality control at a textiles warehouse gave Homar his start in design 

and printmaking. Preparing and delivering packages allowed him the freedom to explore 

the city and eventually meet people who would influence his artistic development.  

Although he never completed an art degree, Homar received his artistic 

formation from three art schools: The Art Students League of New York, the Pratt 

Institute, and the Art School of the Brooklyn Museum. Homar was encouraged to attend 

the Art Students League by social realist painter Reginald Marsh (1898-1954). He met 

Marsh in 1931 when he was immersed in the creation of a series of murals at the 

Alexander Hamilton Custom House in Manhattan’s Battery Park.43 The murals were 

created in the building’s rotunda as a Works Projects Administration (WPA) 

commission. Marsh’s murals depicting ships entering New York Harbor are part of a 

broad thematic developed during the 1920s and 1930s representing life in New York 

City.44 This period featured scenes of social dynamics in Coney Island and theatrical 

performances such as vaudeville and burlesque.45 Witnessing Marsh during the making 

of one of his masterpieces left an indelible impression on young Homar. Marsh, an 

alumnus of the Art Students League of New York, advised Homar to enroll in this 

                                            
42 Marichal, 133. The school was later renamed Bayard Rustin High School for the Humanities. 

43 Ibid, 133. 
 
44 Norman Sasowsky, The Prints of Reginald Marsh: An Essay and Definitive Catalog of His Linoleum 
Cuts, Etchings, Engravings, and Lithographs (New York: C. N. Potter; distributed by Crown Publishers, 
1976), 13. 
 
45 Reginald Marsh papers, 1897-1955. Archives of American Art, Smithsonian Institution. 
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school.46 Homar followed his advice, and enrolled in drawing classes taught by George 

Bridgman (1865-1943), a Canadian-American painter and teacher of anatomy and 

figure drawing.47 German graphic designer George Grosz (1893-1959), whose specialty 

was caricature, was another of his teachers at the Art League.48 

Homar aspired to be an architect, New York City high-rises being his main 

source of inspiration. Although he did not pursue a degree or architectural career, he 

compensated by studying the work of renowned architects. Through his artistic training 

and work experiences Homar acquired the discipline and the skills of precision, 

sharpness, and clean presentation typical of architects.49 

 Visiting museums and strolling around Coney Island complemented Homar’s art 

lessons. This immersion in the art world allowed him to develop not only skills but also a 

profound connection and understanding of the work of other artists. The Metropolitan 

Museum of Art, as well as other museums in the city, contributed to Homar’s art 

education. Following other advice given by Marsh, Homar learned the names of artists 

and learned about artistic periods, techniques, and themes.50  

                                            
46 Arcadio Díaz Quiñones, El Arte de Bregar: Ensayos (San Juan, P.R: Ediciones Callejón, 2000), 140. 
 
47 George Brant Bridgman and Howard Simon. Bridgman's Complete Guide to Drawing from Life: With 
Drawings and Text. (New York: Wings Books, 1992) 
 
48 From Oxford art Online, 
http://www.oxfordartonline.com.lp.hscl.ufl.edu/subscriber/article/grove/art/T035094?q=grosz%2C+george
&search=quick&pos=1&_start=1#firsthit 

49 Taken from an oral history interview recorded by the Centro de Estudios Puertorriqueños, on 
September 21, 1983, http://devcentro.prattsils.org/items/show/52 

50 Marichal, 225. 
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In 1937, under the leadership of Edmundo Fauré, head of Cartier jewelers in 

New York at the time, Homar was hired as an apprentice jewelry maker.51 This 

opportunity allowed Homar to hone his skills in design and jewelry making by working 

with metal engraver Ernest Loth.52 Part of his apprenticeship included visiting the 

Metropolitan Museum to sketch the jewelry depicted in paintings. One of Homar’s 

designs dating from 1937 shows a group of six drop earrings, all bearing different 

designs. Made with diamonds, sapphires and gold, the three earrings at the left show a 

floral motif, and the other three geometric designs (Figure 2-6). This gouache illustration 

demonstrates Homar’s capacity to blend his skills to create a jewelry design. His tenure 

at Cartier enabled Homar to acquire a deep sense of discipline concerning the rigors of 

design.  

Still working at Cartier, in 1939 Homar enrolled at the Pratt Institute. Interested in 

taking courses related to his work at Cartier, Homar studied illustration, human figure 

drawing, painting, lettering, and typography.53 These skills were later put into practice in 

Homar’s printmaking work in Puerto Rico, particularly his work on the Las Plenas 

portfolio. 

In 1942 Homar voluntarily joined the U.S. Army to fight during World War II.54 He 

served four years stationed between New Guinea and the Philippines, continuing to 

create art by drawing caricatures of men in his platoon. These works, in which he 

                                            
51 Ibid., 226. 

52 Marichal, 226. 

53 Ibid. 

54 Ibid. 
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employed his skills in illustration, reveal a humorous side of Homar. His caricature titled 

Arthur Buckley (Figure 2-7), shows a military man dressed in a khaki uniform while 

smoking a pipe. Homar places emphasis on Buckley’s facial features, enlarging his 

head and exaggerating the size and angle of his nose. The sweeping lines in this pen 

and ink drawing are confident and precise, despite their changing widths. In another 

caricature titled Cpl. Ernest Hughes (Figure 2-8), Homar transforms the shape of the 

soldier’s body, making it float up out of a camera-like contraption like a genie. Both 

drawings point to a satirical theme in the artwork of Homar. It’s satirical in the sense that 

Homar does exaggerate the physical attributes of the two soldiers, not to criticize them 

but to create an amusing moment during the war. These works seem to foreshadow the 

critical satire incorporated by Homar in the El Obispo de Ponce linocut print, particularly 

in the two figures representing upper-class people. 

In 1946, after being discharged from the Army, Homar returned to work at the 

House of Cartier. During the same year, he enrolled at the Brooklyn Museum School of 

Art, where he became a student of the Mexican muralist Rufino Tamayo, American 

painter Arthur Osver, and Hungarian-American printmaker Gabor Peterdi. He took 

painting classes with Tamayo and Osver, and intaglio with Peterdi. Of all these 

prominent names, Homar felt Tamayo impacted him the most, because of his lessons 

about color theory and color combinations.55 Although he never became their student, 

Homar met other artists at the school such as Max Beckmann, William Baziotes, 

Reuben Tam, and Xavier González. Out of this group of renowned artists, Homar built 

                                            
55 Letter from Lorenzo Homar to Dr. Efraín Barradas, February 15, 1984. From the Lorenzo Homar 
Correspondence Collection, Museo de Historia, Antropología y Arte, Universidad de Puerto Rico, Rio 
Piedras.  
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rapport with Beckmann, an experience that led to invitations to forums on art criticism. 

Beckmann also critiqued Homar’s works during a painting presentation. Regarding this 

time at the Brooklyn Museum School of Art, Homar said that it was one of the most 

important experiences of his life.56 

The Influence of Ben Shahn on Homar’s Work 

During his period of artistic formation in New York City, Homar came in contact 

with artists linked to social realism and abstract expressionism. One of those artists was 

Ben Shahn (1989-1969), whose wide range of artwork includes printmaking, painting, 

photography, and muralism. This statement from Homar demonstrates his admiration 

and influence of Shahn’s work on his printmaking work.  

El primer portafolio del CAP tiene un grabado mío que representa como 
yo trabajaba cuando llegué de N.Y. No es mexicanista. Shahn sí me 
hubiera influenciado. No me parece que la gráfica mexicana haya o sea la 
influencia en PR. Creo que la gráfica americana (EU) especialmente, en 
una época, (Antonio) Frasconi y más tarde la más “al día.”  Aunque al día 
en la colonia siempre es tarde.57  

An immigrant like Homar, Shahn came to the U.S. from Russia and began his 

artistic career working in a lithographic workshop where he learned to create letters and 

appreciate the art of typography.58 The artists met in 1948 around the beginning of the 

Cold War, during the Art Schools USA Forum held in Andover, Massachusetts.59 Homar 

                                            
56 Ibid. 

57 Citation from a letter Homar sent to Dr. Efraín Barradas on February 15, 1984. Translated in English is 
as follows: The first CAP portfolio includes a print that represents how I used to work when I arrived from 
NY. It’s not Mexican. Shahn would have influenced me. I don’t think Mexican printmaking was or still is 
influential in PR. I believe American (US) printmaking, especially during a period, then (Antonio) Frasconi 
and later the most up to date. Although up to date in the colony [Puerto Rico] is always late.  

58 Howard Greenfeld, Ben Shahn: An Artist’s Life, 1st ed (New York: Random House, 1998), 24. 

59 Marichal, 140. 
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was aware of Shahn’s work as a photographer for the Farm Security Administration 

(FSA), and as a muralist.60 Composition and thematic development were the two 

qualities that Homar admired the most in Shahn’s pictorial work. Shahn’s artwork was 

geared toward depicting the reality of the country during his time, featuring scenes of 

social injustice, cultural nostalgia, and the aftermath of the Great Depression. Informed 

by the social structure and situation surrounding him, Shahn’s work, like that of Homar, 

has the necessary gravitas to portray social and political reality in a pictorial framework. 

Although Homar’s thematic treatment and compositional style are not a carbon copy of 

Shahn’s, he was inspired by Shahn’s approach to social representation.  

Homar’s painting Le Lo Lai (1952-53) (Figure 2-9) is a fitting example of Shahn’s 

influence in terms of social commentary.61 The painting represents three boys playing 

music dressed as the Tres Reyes Magos (The Three Kings also known as The Magi). 

Singing and playing instruments, the boys are positioned in the foreground while the 

background shows dwellings similar to the ones in the La Perla neighborhood in Old 

San Juan. A sentry box, known in Puerto Rico as a garita, appears on the right as an 

acknowledgement of the Spanish fortifications that guard the city. Although disguised by 

grey masks, the boys’ faces show sad, anguished, and tired gazes aimed at the ground. 

Their hands appear prematurely aged, emphasized by a sharp depiction of bones and 

veins. What Homar shows in Le Lo Lai is a portrait of children stricken by poverty and 

malnutrition, forced to work by improvising a musical act to obtain some monetary 

                                            
60 The FSA was a federal initiative part of the New Deal program developed under the presidency of 
Franklin D. Roosevelt. Shahn, along with other photographers, was hired to document the living 
conditions and circumstances of people living in rural areas, especially in the South.  
61 Le Lo Lai is a typical Puerto Rican expression of happiness usually manifested as a chorus in a musical 
composition. 
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earnings. The theme and composition of Le Lo Lai are comparable to Shahn’s painting 

Hunger (1946) (Figure 2-10), which shows the cropped figure of a boy lifting his hand to 

beg for money. The most notable physical features of this figure are his square-shaped 

head and his empty eyes directing the gaze towards the viewer. The subject of this 

painting bears a resemblance to Shahn’s FSA photograph titled Coal miner’s Child 

(1935) (Figure 2-11), which is a portrait of a boy from the town of Omar, West Virginia. 

Besides the innocence captured through the lens of Shahn’s camera, the boy conveys 

an expression of surprise and confusion marked by his large eyes and the fragility of his 

young body.  

In terms of style, in Le Lo Lai Homar employs sharp, rigid, and tense lines that 

veer toward abstraction. Shahn’s work, while less linear, also uses a form of 

abstraction, one that results in large physical features like the child’s head in Hunger. 

The application of color in both works also demonstrates differences in style; Homar 

maintains a balance of shadows and light combined with a blurring effect that hides 

brush strokes in the painting. Shahn develops a play of conspicuous shadows and light, 

magnifying the visibility of brush strokes in the painting. But thematically speaking, just 

like Shahn, Homar in his painting Le Lo Lai captures a portrait of isolation, poverty, and 

hunger in the eyes of children.  

Child poverty is also a theme included by Homar in the El Obispo de Ponce 

linocut print. On the left side of the print, a group of shoeless children, two boys and one 

girl, looks at the bishop from a certain distance. Although they smile, their lack of shoes 

(and the older boy’s lack of a shirt) suggests their impoverishment. The appearance of 

these children in the Obispo de Ponce print contrasts with the two figures portraying 
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wealthy people. Both are fully clothed in multiple garments and wear small, delicate 

shoes. Homar captures with these details the reality of social-economic disparity, 

emphasized in the scene by the absence of the children’s footwear. Just like Shahn, 

Homar portrays the injustice of poverty, taking the figures of children as a potent marker 

of this socioeconomic situation.  

Summary  

Homar’s artistic training in New York City was an essential element that 

contributed to his thematic and stylistic formation, one that extended to his making of 

the linocut El Obispo de Ponce. Homar’s academic training and contact with other 

artists provided a unique artistic formation and background. Artists linked to the social 

realism movement such as Reginald Marsh and Ben Shahn were instrumental in 

Homar’s development and vision, particularly in his treatment of Puerto Rico’s cultural 

heritage and socio-economic situation. This is particularly the case with his painting Le 

Lo Lai. Equally relevant to his artistic formation was his employment at the House of 

Cartier, where he acquired the discipline and design techniques to create prints such as 

the El Obispo de Ponce. 

Later, during his time as a World War II soldier, Homar put his talents to work 

creating humorous caricatures of soldiers from his regiment. These illustrations show a 

flexible and satirical side of Homar, one that he also exercised in the figures 

surrounding the figure of the bishop in El Obispo. Chapter 3 will provide an analysis of 

the El Obispo de Ponce song, and a comparison between it and the print. This 

assessment will illustrate the extent to which Homar represented the lyrics of the song 

in the print.  

  



 

45 

 
 
Figure 2-1. Lorenzo Homar, El Obispo de Ponce, 1954. Linocut print, 32.5 x 49.7 cm 

(sheet). From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida. 
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Figure 2-2. Leopoldo Méndez, Calaveras televisiosas, 1949. Linocut print, 23 x 34 cm. 

TGP Collection, Center for Southwest Research, General Library, University 
of New Mexico, 999-006-0171 
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Figure 2-3. Lorenzo Homar (seated last from L-R) and fellow founding members of the 

Centro de Arte Puertorriqueño, 1952. ICAA MFAH (International Center for 
the Arts of the Americas at the Museum of Fine Arts, Houston), ICAA record 
id: 853457. 
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Figure 2-4. Cover of the portfolio of Las Plenas, Centro de Arte Puertorriqueño, 1954. 

From the Plenas portfolio. Special and Area Studies Collections, George A. 
Smathers Libraries, University of Florida. 
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Figure 2-5. Francisco Oller, El Velorio,1893. Oil on canvas, 96 x 156 ½ inches. From 

the collection of the Museum of the University of Puerto Rico, Rio Piedras, 
PR. 
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Figure 2-6. Lorenzo Homar, House of Cartier earring designs with sapphires, diamonds 

and gold, ca. 1937. Pencil, gouache on paper, 17.3 x 20.8 cm (sheet). 
Princeton University Library. Graphic Arts. Part of GC151 Lorenzo Homar 
Collection. 
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Figure 2-7. Lorenzo Homar, Arthur Buckley, Boston, 1944. Pen and ink, watercolor 

pencil on paper. 29.6 x 22.3 cm (sheet). Princeton University Library. Graphic 
Arts. GA 2007.03819 

 
 
 

 
 
Figure 2-8. Lorenzo Homar, Cpl. Ernest Hughes, Los Angeles, 1944. Pen and ink, 

watercolor pencil on paper. 29.8 x 22.3 cm (sheet). Princeton University 
Library. Graphic Arts. GA 2007.03821 
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Figure 2-9. Lorenzo Homar, Le Lo Lai, 1952-53. Oil on wood, 26 x 36 inches. From the 

collection of the Museum of the University of Puerto Rico, Rio Piedras, PR. 
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Figure 2-10. Ben Shahn, Hunger, 1946. Gouache on composition board. The Advancing 

American Art Collection. Julie Collins Smith Museum of Fine Art. Auburn 
University, Alabama. Accession number 1948.1.31. 
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Figure 2-11. Ben Shahn, Coal miner’s child, Omar, West Virginia, 1935. Black-and-

white photography. Farm Security Administration-Office of War Information 
(FSA-OWI) Collection at the Library of Congress, Washington, D.C. 
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CHAPTER 3 
LA PLENA: MUSIC BECOMES A PICTURE 

Music is engrained in the cultural veins of Puerto Rico, through the thundering 

sound of African drums, the melody of Spanish guitars, and the rhythm of tambourines. 

The island has cultivated a diverse wealth of folkloric music such as danza, bomba, and 

of course, plena. The proliferation of Puerto Rican cultural values saw its heyday during 

the 1950s, especially after the foundation of the Instituto de Cultura Puertorriqueña in 

1955. Musical manifestations such as plena are used as a vehicle of social expression. 

This is palpable and evidenced in the lyrical structure of the genre, one that feeds on 

the harsh urban realities of Puerto Rican society. In that sense, the lyrics of plena music 

are often not the sweet and romantic prose expected from such a tropical rhythm. A 

crime of passion (Cortaron a Elena), the loss of a romantic love (Ay Lola Lola), and a 

natural disaster (Temporal), are the themes and titles of well-known plena songs. The 

satirical tale in the plena song El Obispo is another example of this unusual subject 

matter. 

Lorenzo Homar, creator of the linocut print El Obispo de Ponce, presents a 

scene that is not necessarily an accurate rendition of the plena song. The lyrics of the 

song, read line by line, are not completely reflected in the print, although certain lyrical 

details from the three-line stanza that is reproduced do appear, namely the fruits 

pineapple and grapefruit. Homar incorporates both of these acidic fruits in the print in 

order to draw a link to the song’s lyrics. However, as this chapter shows in my analysis 

of the scene, Homar employed his rhetoric and imagination to go well beyond the song.  

An exploration of the sassiness and controversial lyrics of El Obispo will provide 

the necessary context to view and understand the print created by Homar. Plena music 
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is a vivid urban musical genre whose lyrics epitomize Puerto Rican popular culture and 

are based on factual events associated with areas inhabited by working class people. In 

that sense, plena music provides a template to voice the struggles of working-class and 

disadvantaged people.  

 My goal is to characterize Homar’s rendering of the figure of the bishop in regard 

to the content of the song; is the portrayal of his figure just an attempt to satirize his 

image or it is really trying to condemn his actions as do the song’s lyrics? I will 

substantiate the context of the song and Homar’s work by discussing the origins of 

plena as a folkloric musical genre, the writings of Tomás Blanco regarding plena, and 

the crafting of the portfolio Las Plenas. I will also provide a comparison to another 

printed work featuring musical lyrics, the Mexican book entitled Incidentes melódicos del 

mundo irracional. This will shed light on the larger phenomenon of graphic publications 

made to disseminate cultural, and specifically musical, forms. Finally, a deeper analysis 

of the song El Obispo de Ponce will help understand the work of Homar in relation to 

the lyrics. 

Tomás Blanco and his Writings about Plena Music 

In 1934, Puerto Rican writer Tomás Blanco (1896-1975) penned an essay 

entitled Elogio de la plena (In Praise of the Plena), a literary piece that constitutes one 

of the first acknowledgements of this musical genre. In his essay Blanco points out a 

contrast between the popularity of plena and the racial marginalization of its creators in 

the black community of Puerto Rico. The essay acts as a provocative piece that looks to 

highlight the relevance and urban nature of plena, and denunciate contempt towards its 

Afro-Caribbean origins. Blanco was living in Madrid when he wrote the essay, a context 
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that potentially gave him a new perspective regarding the harsh realities of the social 

composition of his native island.  

Trained first as a medical doctor, Blanco emerged as a writer of essays, poetry, 

and short stories during the 1930s, the years of the Great Depression. His literary work 

is associated with the group known as “Generación de los 30” (Generation of the 

1930s), a cadre of Puerto Rican writers and intellectuals concerned about the cultural, 

academic, and political situation of the island.1 During the course of his literary career, 

Blanco developed a rhetoric concerning Puerto Rico’s national identity and colonial 

status. More precisely, Blanco’s writings were tied to an emerging discussion about the 

island’s potential cultural assimilation with the United States, an issue that prompted 

attention and recognition of nationalistic values.2  

The discussion of cultural assimilation was a concern of Blanco and of other 

Puerto Rican writers such as Antonio S. Pedreira and Margot Arce de Vázquez.3 The 

implementation of English as the official language in the educational system of Puerto 

Rico resulted in a critical response by the intellectual community. Since the island’s 

historical foundation had included the use of Spanish in schools, there was a fear of 

losing Hispanic cultural traditions. This brought Blanco to write about plena and other 

cultural forms linked to language. The literature developed by authors of the Generación 

                                            
1 Enciclopedia de Puerto Rico, Blanco Géigel, Tomás, retrieved on November 10, 2015 from 
http://www.enciclopediapr.org/ing/article.cfm?ref=09120102 

2 Blanco saw cultural assimilation of American cultural values as a negative effect in Puerto Rico. 

3 Antonio S. Pedreira (1899-1939) was the author of Insularismo (1934), an essay that deals with the 
effects of American colonialism in Puerto Rico, and Puerto Ricans’ perception of national identity. Margot 
Arce de Vázquez (1904-1990) was an essayist, educator, and one of the founders of the Puerto Rican 
Academy of the Spanish Language. 
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de los 30 is part of a collective historical effort that sought to document and preserve the 

cultural essence of the island. American colonization brought a need to discover and 

disseminate the true meaning of Puerto Ricanness, the search for a national identity. 

This was the mission of Blanco and the intellectual force of the “Generación del 30.” 

Blanco dedicates Elogio to the city of Ponce, the birthplace of plena, and to 

Manuel Jiménez “Canario,” the man responsible for recording plena music. The essay 

serves two purposes: to promote plena as an authentic Puerto Rican musical 

production, and to clarify its ethnic origins. Blanco places particular emphasis on the mix 

of racial influences found in plena music.  In one sentence from his essay, “la plena es 

cosa de negros salvajes” (“plena is the stuff of savage blacks”), Blanco repeats a racist 

and negative comment he heard from an American man surprised to hear of Blanco’s 

laudatory admiration of the musical genre.4 Blanco inserted this blunt comment to 

exemplify not only racial discrimination but also the lack of knowledge regarding the 

origins of plena. 

In Elogio, Blanco considers the racial background of plena music and states that 

it is a fusion of indigenous, Spanish, and African musical influences. In this particular 

aspect he is determined to change the perception of plena as an exclusively Afro-

Caribbean creation, by presenting plena as a cultural by-product of mixed races. Blanco 

even states that Puerto Rico has the highest number of white people in the Greater 

Antilles because black people are the result of mixed races too.5 Blanco’s arguments 

                                            
4 In the essay Blanco doesn’t discuss the identity of this mysterious figure, whom he only refers to as Hat. 
 
5 Tomás Blanco, “Elogio de la plena,” in Literatura puertorriqueña del siglo XX: antología, ed. Mercedes 
López-Baralt (San Juan: Editorial de la Universidad de Puerto Rico, 2004), 52. 
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examine the origin of plena from a racial standpoint, attempting to shed light on the 

historical development of the musical genre.  Blanco stretches his racialized discussion 

of plena with a brief analysis of the ethnic backgrounds of the musical instruments used 

in plena.6 He mentions some of the plena musical instruments used at the time, such as 

maracas, guitars, and drums, as evidence of the inclusion of the island’s three main 

racial groups. 

Later, in 1954, Blanco was asked to pen another essay about plena music. This 

untitled essay is the colophon of the portfolio of Las Plenas, and it revisits his rhetoric 

on plena as expressed in Elogio.7 Elogio remains a seminal text in the making of the 

portfolio, in the sense that it captured the essence of plena from the standpoint of a 

person who helped catapult the genre to the masses. Blanco emerges as a fierce 

advocate of plena, viewing the genre as a pure form of Puerto Rican identity. Other 

Puerto Rican authors mentioned by Blanco, such as María Cadilla de Martínez and 

Ramón Emilio Balseiro, had also shed light on the emergence and success of plena, but 

not as passionately as Blanco.  

In the Las Plenas colophon, Blanco offers an analytical assessment of the Plena 

songs featured in the portfolio, by discussing the genre’s origins and main themes, and 

emphasizing the African presence that lies in the essential use of percussion 

instruments. Blanco states a need to direct attention to this musical genre not only 

because of its humble and Afro-Caribbean nature, but most importantly because it is a 

                                            
6 Blanco, 54. 

7 Lorenzo Homar, Tomás Blanco, and Rafael Tufiño. 1955. Plenas: 12 grabados. San Juan, P.R.: 
Editorial Caribe.  
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true Puerto Rican concoction. The desire to exalt native musical and artistic expressions 

was the driving forces behind Las Plenas.  

Contrary to Elogio, in this essay Blanco doesn’t focus exclusively on the racial 

correction he sought before, though he still insists on its mixed ethnic identity. Twenty 

years later, he establishes a solid connection of plena with its Afro-Caribbean 

foundation by stating that plena is indeed “francamente mulata” (frankly racially mixed). 

Blanco offers an in-depth reflection on plena, picking up some of the claims employed in 

Elogio but in a more dense and substantial manner. Blanco takes the lyrical, melodic, 

and rhythmic components of plena and traces parallels with other musical forms. 

Lyrically, he finds plena to follow patterns of early Spanish poetic forms such as the 

Castilian romance and the Andalusian copla. Regarding its melody, he states that plena 

contains sounds similar to Iberian ones. Rhythm is the musical component that he sees 

as a clear Afro-Caribbean (or in his words, Antillean and black) manifestation, mostly 

due to its use of percussion instruments, such as drums and tambourine.  

Blanco includes his views on the character of plena music, focusing on the songs 

featured in the portfolio. He remarks on El Obispo that the song is more of a comical 

commentary rather than a satirical one. Satire in the eyes of Blanco is commonly 

observed in most plena songs in a straightforward manner, but not in El Obispo. 

Following Blanco’s assertion, the lyrics of the song don’t carry a direct diatribe against 

the bishop, but it cannot be denied that the song is a bold attempt to criticize the actions 

of a high-ranking official of the Catholic Church. I will further discuss El Obispo’s lyrics 

below. Blanco’s writings demonstrate the intellectual and literary appreciation of the 

genre during his time, which led to the making of the portfolio. 
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The Origins of Plena Music 

The city of Ponce, Puerto Rico’s second largest metropolitan city, was the 

birthplace of plena. It is also where the story behind the song El Obispo takes place. 

The emergence of plena and its roots as a proletarian manifestation are definitely linked 

to the development of Ponce. The history of the city is tied to an era of agricultural 

prosperity and cultural development of the island’s performing arts. During the mid-19th 

century, the city underwent an economic boom, fueled by the establishment of sugar 

cane and coffee haciendas.  

This period of progress improved the social and cultural life of Ponce. As a result, 

the infrastructure of the downtown area was transformed with an unique mix of creole 

and neoclassic architectural style, characterized mainly by ostentatious facades in 

dwellings and public buildings.8  The first sign of cultural flourishing was marked by the 

development of a dance and music form called danza. A source of entertainment for 

upper-class families, danza is a ballroom dance that combines elements from other 

Puerto Rican musical genres such as seis and bomba.9 Puerto Rican composer Manuel 

Gregorio Tavárez (1843-1883) is considered to be the father of danza due to his short 

but prolific career as a music teacher and creator of many well-known songs. One of his 

students, Juan Morel Campos (1857-1896), also became a noted composer of danza, 

who with his compositions and orchestra diffused the genre around Latin America and 

                                            
8 Carol F. Joplin, Puerto Rican Houses in Sociohistorical Perspective (Knoxville: University of Tennessee 
Press, 1988), 29. Creole or criollo refers to an unique Puerto Rican architectural style with regional 
variations. 
 
9 Angel G. Quintero Rivera, Ponce: La capital alterna (Ponce, P.R: Ponceños de Verdad, 2003),  87. Seis 
is a musical manifestation originated by Puerto Rican peasants (jíbaros). Bomba is another Afro-
Caribbean musical form that originated in coastal towns such as Guayama, Loiza, and Ponce.  
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Spain.10 A portrait painted by Lorenzo Homar in 1957 shows the composer seated and 

dressed in a white suit, holding a piece of paper containing one of his compositions 

(Figure 3-1). In this painting Homar employs his figurative style, one characterized by 

thick brush strokes as shown in his arms and legs, and clean and lean presentation of 

Morel Campos. Both composers are part of the cultural heritage of Ponce, one that 

paved the way for the emergence of plena music. 

To better understand plena from the context of its place of origin, it is necessary 

to mention Ponce’s impact on the politics of the island. Besides the cultural enrichment 

and economic progress centered in Ponce, the city is historically documented as a 

bastion of the island’s nationalistic movement. In 1922, the Partido Nacionalista 

Puertorriqueño (Puerto Rican Nationalist Party) was assembled and organized in 

Ponce.11 Following in part the example of Cuba, the Nationalist Party was founded 

under one chief purpose: to achieve the decolonization of Puerto Rico from the United 

States. Pedro Albizu Campos (1891-1965), a Harvard educated lawyer and a native 

“ponceño,” was the fiercest leader of the nationalistic movement. Under his leadership 

the movement gained notoriety due to a series of violent incidents involving members of 

the party and the police. In 1937 a tragic episode took place in Ponce during a march of 

the nationalists. An open fire confrontation between nationalists and the police led to 

what is remembered in the history of the city as the “Masacre de Ponce”  (Massacre of 

                                            
10 María Luisa Muñoz, La música en Puerto Rico: panorama histórico-cultural (Sharon, Conn: Troutman 
Press, 1966), 123. 

11 Fernando Picó, Historia general de Puerto Rico (San Juan, PR: Ediciones Huracán, 2008), 274. 
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Ponce).12 Multiple casualties were reported, many of whom were members of the Party. 

Although this tragic event is not directly related to the cultural development of Ponce, it 

marks an historic moment in the city that reveals its political character. 

Plena music, the inspiration for the Las Plenas portfolio, is now thought to have 

originated specifically in the poor urban neighborhood of Ponce named Joya del 

Castillo.13 Literature about plena written during the 1960s and 1970s mentioned the 

neighborhood of San Antón as the birthplace. But Félix Echevarría Alvarado in his 1984 

book about plena presents a thorough field investigation supported by interviews with 

families and musicians linking the origins of this musical genre to Joya del Castillo. The 

invention of the musical form is attributed to a black couple from Barbados, Catherine 

George and John Clark, who lived in Joya del Castillo in the early 1900s.14 The Clarks 

cultivated the foundation of the genre as street performers. Performing with a pandero, 

a type of tambourine with a drumhead but without the jingles, and a guitar, they spread 

the sound of plena around the streets of Ponce through unrecorded jam sessions. The 

informal and unstructured form of its beginnings helped disseminate and evolve the 

sound of plena, which began as a humble and unpretentious source of entertainment 

that spread from Joya del Castillo to the whole island. 

Regarding its Afro-Caribbean presence, it can be said that plena contains a 

fusion of sounds from black immigrant people such as the Clarks, and the local Afro-

                                            
12 Ibid, 275. The governor in turn, Blanton Winship, was blamed for the tragedy. An investigation led by 
the ACLU (American Civil Liberties Union) in addition to mounting pressure by the U.S. Congress resulted 
in the removal of Winship. 

13 Félix Echevarría Alvarado, La Plena: origen, sentido y desarrollo en el folklore puertorriqueño 
(Santurce, P.R., 1984), 77. 

14 Ibid. 
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Puerto Rican musicians such as Joselino  “Bumbún” Oppenheimer, a descendant of 

slaves. This combination confirms the blackness of plena, and in a way authenticates 

the writings of Tomás Blanco. 

Another interesting aspect of plena is its similarities to other musical expressions. 

In term of lyrical structure and style, Puerto Rican folklorists such as María Luisa Muñoz 

and Francisco López Cruz have highlighted the approximations of plena to the Mexican 

corrido, the Trinidadian calypso, and the Colombian porro, among others.15  These 

resemblances tie plena to the pantheon of Latin American musical traditions that rely on 

situational lyrics. Like in the other genres, the human condition as a marker of social 

truth or reality forms the backbone of plena.  

As a wider audience became more academically interested in plena’s sound, 

more musical instruments were incorporated into its repertoire. In the beginning plena 

was harmonized with just a few musical instruments, guitar and pandero. The genre’s 

sound evolved with the addition of percussion instruments. Apart from panderos, African 

drums known as congas were added by the time plena reached popularity around the 

1920s. The sound produced by the combination of panderos and congas features 

repetitive rhythmic beats interacting with one another. Other musical instruments were 

incorporated to harmonize the sound of plena, such as the cuatro, a local guitar, 

maracas, the marímbola, an Africa-derived instrument consisting of a wooden box to 

which metal strips are attached, and the guiro, a gourd-shaped chamber that can be 

made of wood or metal and is played by scratching its surface with a sharp trident.16  

                                            
15 Francisco López Cruz, La Música Folklórica de Puerto Rico (Sharon, Conn: Troutman Press, 1967), 65. 

16 Robin Moore, Music in the Hispanic Caribbean: Experiencing Music, Expressing Culture (New York: 
Oxford University Press, 2010), 103. 
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When it comes to the vocal arrangement of plena, songs feature a lead singer 

and choir in a dynamic repetition of a thematic chorus or refrain, and alternating and 

sometimes improvised verses. The lead singer or soloist is in charge of beginning a 

song with a verse, and the chorus, comprised of two or four singers, answers back to 

the singer with a refrain that is repeated between the verses.  

During the 1920s the sound of plena reached momentum and popularity in and 

out of Puerto Rico. It was during that decade that the first recordings of plena were 

made. The Puerto Rican diaspora in New York City is credited with introducing and 

popularizing plena in the form of dance hall style.17  

The Portfolio Las Plenas 

The foundation of the Centro de Arte Puertorriqueño (CAP) in 1950 brought a 

much needed space to develop a consistent printing arts practice. The CAP played an 

instrumental role as an agent of change, introducing innovative proposals of serial and 

thematic artwork such as graphic prints portfolios. The fine arts movement in 1950s 

Puerto Rico was fueled by an artistic vision that entailed recognition of the island’s 

cultural heritage and history. The portfolio of Las Plenas (Figure 3-2) embodies that 

vision, one whose chief purpose was to disseminate and bring awareness of plena as a 

native musical form. The portfolio sought to highlight the meaning, relevance, and 

historic components of plena, serving as a document that records a piece of Puerto 

Rican musical history. 

                                            
17 Edgardo Díaz, “Plena, Migration and the Great Depression,” in Center for Puerto Rican Studies, 
October 15, 2010. http://centropr.hunter.cuny.edu/voices/musica/plena/great-depression-migration-and-
canario%E2%80%99s-ensemble 
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While Lorenzo Homar and Rafael Tufiño were the primary makers of the 

portfolio, they were assisted greatly by Irene and Jack Delano. Irene Delano (1919–

1982) was a graphic designer, and her husband Jack Delano (1914-1997) a Farm 

Security Administration (FSA) photographer.18 The pair was instrumental in the 

formative years of the DIVEDCO, where Irene helped establish a graphic printing 

workshop that created iconic serigraphic posters promoting educational initiatives and 

government public services (Figure 3-3). Puerto Rican art historian Teresa Tió presents 

a detailed account of the Delanos’ participation in the portfolio, highlighting their specific 

responsibilities.19 The Delanos contributed the concept and idea for the portfolio. Irene 

acted as coordinator, contributing drafts for the prints and the cover.20 Her husband 

Jack had the task of transcribing the lyrics of the songs selected for the portfolio.21 

Although Tufiño and Homar were responsible for the final product, designing, cutting, 

and printing the twelve linotype prints, the Delanos also deserve acknowledgement for 

their ideas and artistic effort with the portfolio.  

The twelve linotype prints that form Las Plenas portfolio are enclosed in a leather 

booklet designed by Delano. A colophon containing the six-page essay written by 

Tomás Blanco, along with a page displaying the titles and well-known verses of twelve 

plena songs, serve as introductory pieces of the portfolio.  Each of the following prints 

has three distinctive features: a stylized title, an imaginary scene from the song, and the 

                                            
18 The Delanos settled in Puerto Rico in 1946 right after Jack completed his work with the FSA. The 
couple first arrived in the island during the time Jack was fulfilling a FSA assignment in the Virgin Islands.  

19 Teresa Tió, La hoja liberada: El portafolio gráfico en la gráfica puertorriqueña (San Juan: Instituto de 
Cultura Puertorriqueña, 1996) 

20 Ibid, 19. 

21 Ibid. 
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musical notation and lyrics for the chorus of a plena song. Homar and Tufiño created six 

linocut prints each. Homar is credited with the following prints: La Guagua; Los 

muchachos de Cataño; Tintorera del Mar; Ay Lola, Lola; Ya llegó; and El Obispo de 

Ponce. Tufiño was responsible for the following titles: Santa María; Isidora; Temporal; 

Cortarón a Elena; Fuego, Fuego, Fuego; and Qué bonita es. A total of 850 copies of the 

portfolio were printed. 

The Las Plenas portfolio was produced to exalt the musical legacy of Manuel 

Jiménez, aka “Canario,” a musician responsible for disseminating the sound of plena. 

Canario, meaning canary in English, is regarded as the first musician to translate plena 

to a dance band format. His recordings and performances gave plena a modern twist, 

one that he performed for large audiences in New York and Puerto Rico during the 

1930s.22 Although the portfolio is dedicated to Canario, it also salutes the contributions 

of other notable plena musicians and composers, such as Bumbún Oppenheimer, 

Augusto Cohén, Rafael Hernández, Julio “Malango” Alvarado, “Tripope,” and Mario 

Rivera.23 And even though Canario was a renowned plena music composer and artist, 

none of the twelve songs featured in the portfolio is specifically traced to his authorship. 

According to Echevarría Alvarado, Bumbún was the author of the songs Qué bonita es 

and Los muchachos de Cataño.24 Authorship of El Obispo song remains anonymous.  

Besides the portfolio Las Plenas, a related visual production is the short film 

made by DIVEDCO titled La Plena. Filmed in 1966, it is a picturesque testament of the 

                                            
22 Peter Manuel, Caribbean Currents: Caribbean Music from Rumba to Reggae (Philadelphia, PA: 
Temple University Press, 2006), 64. 
 
23 All of these plena composers are noted on the colophon of the portfolio. 

24Echevarría Alvarado, 127. 
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people and places linked to the roots of plena. One remarkable sequence shows a 

plenero named Gumersindo Mangual Oppenheimer, a.k.a. “Sindo,” singing and playing 

congas to reenact the writing of “Tintorera del Mar,” a song that tells the story of an 

American lawyer attacked by a tiger shark off the coast of Ponce.25  

Of the six prints created by Homar, Tintorera del mar (Figure 3-4) is most similar 

to El Obispo de Ponce. The stories behind both songs are based in Ponce, and both 

feature an American male figure as an antagonist. In Tintorera del mar a U.S. lawyer 

visits Puerto Rico to represent the interests of an American company during a strike and 

ends up being bitten by a tintorera while swimming in the sea.26 In terms of artistic 

composition, Homar employs a cartoonish effect in both prints, especially with the 

lawyer in Tintorera del mar and the lady holding the tray with a grapefruit and the man 

bowing to the bishop in El Obispo. This effect is emphasized on the ridiculous facial 

gestures of the lawyer from Tintorera, and the two upper-class figures from El Obispo 

print.  

Leopoldo Méndez and his Incidentes melódicos, a Primer for Las Plenas 

The promotion of cultural values was among the foundational principles guiding 

the printmaking initiative of the CAP. Las Plenas portfolio reflects that ruling principle by 

disseminating the rich legacy of plena music. But the portfolio was not the first printed 

artwork made to exalt folkloric music. 

                                            
25 The video is available in YouTube, https://www.youtube.com/watch?v=vjQfgbAmozQ 

26 Frances Aparicio. Listening to Salsa: Gender, Latin Popular Music, and Puerto Rican Cultures. (NH: 
University Press of New England, 1998), 32. 
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Prior to the Las Plenas portfolio, in 1944 a similar graphic publication entitled 

Incidentes melódicos del mundo irracional  (Melodic Incidents of an Irrational World) 

(Figure 3-5) was completed in Mexico. Incidentes is a folkloric fable written by author 

Juan de la Cabada (1899-1986), inspired by Mayan mythology and oral history from the 

Yucatán peninsula. With this literary piece, De la Cabada gives prominence to Mexico’s 

Pre-Columbian cultural heritage, exalting Mayan oral tradition and spiritual beliefs. The 

promotion of native Mayan folklore also fell within a nationalistic vision interested in 

celebrating the origins of the country of Mexico.  

Leopoldo Méndez, one of the founders of the Taller de Gráfica Popular (TGP) 

discussed in Chapter 1, illustrated the book with forty colorful wood engravings. The 

book was printed by the La Estampa Mexicana (The Mexican Print), the imprint of the 

TGP.27  

In Incidentes melódicos Méndez presents a fantastic world of talking animals, a 

shift from his socio-political prints. Méndez populated his fable with a Mayan bestiary 

that includes a snail, a squirrel, a bat, an armadillo, a wild pig, and a vulture. The story 

of Incidentes is divided into four chapters and has two main characters, Doña Caracol 

(Mrs. Snail) and her husband Don Ardilla (Mr. Squirrel), and an antagonist, El Zopilote 

(The Vulture) (Figures 3-6 & 3-7). The plot of the story revolves around the character of 

Doña Caracol and a series of events that take place after the death of her husband Don 

                                            
27 Deborah Caplow, Leopoldo Méndez: Revolutionary Art and the Mexican Print (Austin: University of 
Texas Press, 2007), 176. In 1942, the Taller de Gráfica Popular (TGP), Mexico’s premier collective 
workshop, embarked on a new printing initiative. Looking to obtain financial gain to maintain its printing 
operation, the TGP established its own publishing house, La Estampa Mexicana. Under the 
administration of Hannes Meyer, an architecture professor and former director of the Bauhaus school in 
Dessau, Germany, the Estampa Mexicana functioned as a fully publishing entity specializing in the 
publication of graphic portfolios and books.  
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Ardilla. Blinded by his gluttony, Don Ardilla is killed with a slingshot by the owner of a 

milpa (cornfield) after he is found eating a pumpkin.28 Doña Caracol then finds an 

armadillo and a wild pig willing to help dispose of her husband’s body. During the burial 

a vulture appears, offering first to eat the dead body of Don Ardilla. Doña Caracol is 

offended by his suggestion, and the vulture responds by offering to take her to a city. 

Together they arrive at a carnival where he pretends to sing a song, only to be 

discovered by the townspeople as an imposter. The beginning of this episode is 

presented on the cover of the book where the figure of the Zopilote is carried on the 

townspeople’s shoulders upon his arrival.  This character of the Zopilote is a metaphor 

of a greedy and ambitious government or political leader who risks anything in order to 

reach to a powerful position.  

Like in most fables, Mendéz’s fantastic animals are all designed with human 

characteristics and abilities. It is unknown whether De la Cabada collaborated with 

Méndez in the execution of characters, or if Méndez got his ideas for Incidentes from 

other sources. Given the number of appearances, Doña Caracol is the most prominent 

character of the story. This aspect of Incidentes shows how De la Cabada places a 

special emphasis on a feminine figure, up to the point of presenting Doña Caracol as 

the hero of the story. Mendéz depiction of Doña Caracol’s character is a voluptuous 

woman with long black hair who appears naked from the waist up, while emerging from 

a gigantic shell.  Méndez also provides human characteristics to other characters, such 

as the vulture, by way of facial expressions and gestures.   

                                            
28 Milpa is a Nahuatl word that refers to a crop-growing system common in the Yucatán Peninsula. 



 

71 

Connecting to the musical nature of Las Plenas portfolio, songs are a vital part of 

the dialogue between the characters in Incidentes melódicos. De la Cabada intercalates 

fragments of songs in Quiché, a Mayan language spoken in the Yucatán region, into the 

narrative, along with translations of the songs in Spanish. Méndez illustrates the most 

poignant moments from the story dialogues in most of the illustrations. The songs and 

the dialogue included within the story communicate the emotions of the characters and 

their circumstances. For example, a visually dramatic scene is presented on page 19, 

where Doña Caracol is seen carrying the dead body of her husband Don Ardilla (Figure 

3-8). The dialogue manifests her pain and sorrow of losing her husband, and the image 

reflects her emotions through her hair covering her face.29  

Undoubtedly, the common ground between Incidentes and Las Plenas is the 

celebration of cultural values in the form of music. The first is a book created using 

woodcuts and the second a portolio created with linocuts, but both are serial works on 

paper. The goal of each is to elevate, promote, and give a voice to a marginalized 

culture. In the case of Incidentes, De la Cabada and Méndez created an artistic 

document to rescue and preserve the oral and musical tradition of the Mayan people. 

The Las Plenas portfolio also embraces that intention of making a native musical 

expression accessible in printed form. 

A notable difference between Incidentes and the Las Plenas portfolio lies in the 

creative purpose of both graphic publications. Incidentes was produced to generate a 

profit to benefit the operation of the TGP. The Las Plenas portfolio was not created for 

                                            
29 This image of Doña Caracol differs from the one presented in Figure 3-6 in that here the figure is 
presented with a conch shell instead of a snail shell.   
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profit.  Like other graphic work created by the CAP, the portfolio embodied the desire to 

create a new and accessible art.    

Homar and the Plena Song El Obispo de Ponce (The Bishop of Ponce)  

The linocut El Obispo de Ponce is the visual interpretation of a song with the 

same title. Plena songs are similar to tabloid publications in the sense that they are 

based on gossip and small town talk. This is the case with this plena song, based on 

stories and rumors about the lifestyle of the bishop of Ponce.  

The song El Obispo was composed around 1925, shortly after the arrival from 

the Philippines of the first bishop appointed to the city of Ponce, Monsignor Edwin 

Vincent Byrne (1891-1963). Monsignor Byrne occupied his position until 1929, when he 

was named Bishop of San Juan, a post he occupied until 1943. His period in Puerto 

Rico was tumultuous, as seen by an article published in 1937 in the El Mundo 

newspaper, where members of the Nationalist Party requested his return to the U.S. 

Byrne and one other bishop were accused of conspiring against the cause of the 

independence of Puerto Rico.30  

Analyses of El Obispo read it as a daring and irreverent satire rooted in gossip 

and rumors circulating about the bishop’s lifestyle. These stories portrayed the bishop 

as a womanizer, an alcoholic, and as a client of a prostitution establishment known as 

Parabueyón.31  

                                            
30 Published on February 1, 1937, page 6. During the Nationalist Party Convention held on January 31, 
1937, in the Campo Alegre Theater in Caguas, members of the party approved a resolution to declare 
Bishops Byrne and Willinger personas-non-grata. The Nationalist Party made public its plan to contact the 
Vatican to formally request the removal of the bishops.  

31 J. Emanuel Dufrasne-González, Puerto Rico también tiene …¡tambó!: Recopilación de artículos sobre 
la plena y la bomba (Rio Grande, PR: Paracumbé, 1994), 33.  
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The colophon of the Las Plenas portfolio contains the partial lyrics of the song, 

which are comprised of two stanzas (Figure 3-9). The first stanza is the chorus of the 

song, and the second stanza is a verse that talks about the bishop’s tastes in fruit. This 

selection of lyrics does not point to any wrongdoing or controversial details about the 

bishop.   

The following are the lyrics as they appear on the colophon (translation mine): 
 
Mamita llegó el Obispo    Mommy the Bishop is here 
Llegó el Obispo de Roma              He came from Rome 
Mamita si tu lo vieras    Mommy if you could see him 
Que cosa linda, que cosa mona             What a cutie pie he is 
 
El Obispo no come piña  The Bishop does not eat  
Que lo que come es toronja            pineapple, he only eats grapefruit 
Mamita si tu lo vieras    Mommy if you could see him 
Que cosa linda, que cosa mona32            What a cutie pie he is 

 

The first stanza announces the arrival of the bishop from Rome. Although it is 

informative, when compared with Homar’s design and visual arrangement of the print El 

Obispo de Ponce, this portion of the song is not depicted. Homar did not include direct 

references to the Italian capital, or Byrne’s arrival in the city of Ponce. However, 

although not in the print itself, Homar did create an image of the bishop standing 

backwards with two suitcases, one showing a sticker that reads, “Roma” (Figure 3-10). 

This image is printed on the protective folder or envelope containing all the portfolio 

prints. 

The second verse describes the bishop’s dietary preferences, indicating that he 

dislikes pineapple but does like grapefruit. Homar depicted this detail in the print. On the 

                                            
32 From the portfolio Las Plenas. Special and Area Studies Collections, George A. Smathers Libraries, 
University of Florida  
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left side where the bishop is shown seated, two pineapples are shown beside and under 

his chair. The placement of the pineapples on the ground can be read as the bishop’s 

rejection of this fruit. The upper-class lady, however, is seen carrying a fancy tray with a 

half grapefruit (Figure 3-11). At first this verse seems inoffensive, but given Ponce’s 

history with the Nationalist Party, it can be read as a signifier of the cultural differences 

between the U.S. and Puerto Rico. Pineapple is a sweet tropical fruit while grapefruit is 

a subtropical citrus fruit known for its sour taste. The level of acidity and taste of both 

fruits is key to understanding the cultural disparity and discontent regarding the figure of 

the bishop.  

On the other hand, traditionally in art the image of a pineapple is used as a 

symbol of welcome and hospitality. This symbol is often used by the tourism industry to 

advertise tropical destinations. The fruit as a symbol of hospitality has long been 

incorporated as a design motif in wooden furniture, and more recently in fruit 

arrangements decorating hotel lobbies. This symbology of the pineapple adds another 

meaning to the pair under the bishop’s chair. Following the hospitality significance of the 

pineapple, the motif could be interpreted as the bishop’s rejection of a welcome gift.  

The authorship of the original plena song remains unidentified, but diverse 

anonymous adaptations of it are found in publications about Puerto Rican music. The 

song was recorded by the Grupo Ponceño in the 1920s, shortly after bishop Byrne’s 

appointment to Ponce.33 A similar version was recorded in 1976 by Daniel Santos 

                                            
33 The Centro de Estudios Puertorriqueños website has a sample of the song El Obispo, as it was 
recorded by Grupo Ponceño, http://centropr.hunter.cuny.edu/voices/musica/plena/great-depression-
migration-and-canario%E2%80%99s-ensemble 
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(1916-1992), a Puerto Rican singer and composer of boleros. His version carries the 

same chorus but features additional, different verses.34 Canario also recorded El 

Obispo in 1929, but as part of a single Victor matrix recording that does not survive 

today.35 He also penned a different version of the song titled Llegó de Roma, which was 

recorded by the Dominican pianist Francisco Damirón and the salsa group Cortijo y su 

combo.36 

 As mentioned earlier, one of the rumors about the bishop linked his persona to a 

seedy bar called Parabueyón. This verse of the El Obispo song is the most daring of all. 

Although the song doesn’t have a specific author, this particular verse was made 

popular by pleneros Malaquías González Ruiz and Mario Rivera.37 The verse is as 

follows (translation mine): 

A las siete él da la misa     At seven he says mass 
A las ocho él da el sermón    At eight he preaches the sermon 
Y a las nueve de la noche     And at nine o’clock in the evening 
Está el Obispo en Parabueyón38             The Bishop is at Parabueyón  
 

                                            
34 The album Saludos en Navidad recorded by Santos in 1976 contains a version of El Obispo. A sample 
of this recording is available on YouTube, https://www.youtube.com/watch?v=SE9Ar588q_0 

35 Discography of American Historical Recordings, s.v. "Victor matrix BVE-51242. Obispo / Canario y su 
Grupo," accessed February 1, 2016, http://adp.library.ucsb.edu/index.php/matrix/detail/800024399/BVE-
51242-Obispo. This database record is the only proof of this recording. No audio file is available. 

 
36 The Cortijo y su combo version is available on YouTube, https://www.youtube.com/watch?v=j-
jUDsL6FKs; The version recorded by Damirón is part of an album titled, Plenas a lo Damirón: Las plenas 
de Canario, https://www.discogs.com/Manuel-Jimenez-Plenas-A-Lo-Damiron-Las-Plenas-De-
Canrio/release/7522356 

37 Dufrasne-González, 33. 

38Ibid. 

http://adp.library.ucsb.edu/index.php/matrix/detail/800024399/BVE-51242-Obispo
http://adp.library.ucsb.edu/index.php/matrix/detail/800024399/BVE-51242-Obispo
https://www.youtube.com/watch?v=j-jUDsL6FKs
https://www.youtube.com/watch?v=j-jUDsL6FKs
https://www.discogs.com/Manuel-Jimenez-Plenas-A-Lo-Damiron-Las-Plenas-


 

76 

The verse is brief but offers a salient and naughty take on how the bishop was 

perceived by the people of Ponce. The verse chronicles with hourly precision the 

bishop’s evening church service, after which he makes a nocturnal visit to Parabueyón. 

In 1925, most of the inhabitants of Ponce were workers in sugar mills, the main patrons 

of bars such as Rarabueyón.39 It is impossible to establish whether this allegation about 

the Bishop was true. Most probably, the verse was penned as a defiant act from people 

not content with the designation of the bishop, due to him not being Puerto Rican. 

This verse is not reflected in the El Obispo de Ponce print. Homar did not include 

any visual references to the bishop’s church services, except for his sitting in audience 

in the chair at left and his gesture of blessing at right. Nor did he include any visual 

elements related to Parabueyón or potential bar customers. On the same note, Homar 

did not employ in his composition any references to alcoholism or liquor consumption, 

attributes linked to bars and nightclubs.  

Summary 

The goal of this Chapter was to introduce the plena genre and its importance as 

an aspect of Puerto Rican national identity. I compared the lyrics of the song El Obispo 

with the print created by Homar, to explore the connections between the song and the 

print. The essays of Tomás Blanco about the perception of plena in regard to its Afro-

Caribbean roots, opened an early discussion of the issues of race and class in Puerto 

Rico. The humble beginnings of plena music as an urban expression born out of a black 

proletarian class explain the satirical nature of its lyrics. The song El Obispo exemplifies 

a lyrical mix of blunt and playful verses that unveil a deep dissatisfaction with Ponce’s 

                                            
39 Echevarría Alvarado, 122. 
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first assigned bishop. A comparison between the lyrical composition of El Obispo and 

Homar’s visual arrangement of the El Obispo de Ponce linocut print demonstrates a 

loose correspondence between song and print. Homar did not use the lyrics of the El 

Obispo song literally. He instead used a few elements, such as the fruits in the print, as 

a direct reference to the second verse. The fact that Homar included a series of figures 

in his scene that don’t appear in any verses of the song suggests that he did not use the 

song as direct model from which to construct the scene depicted in the print. Yet the 

print is still a satirical reflection on the figure of the bishop, especially the seated one 

receiving the attention of the two upper-class figures. Chapter 4 will discuss the figures 

of the two bishops as well as the rest of the figures of the El Obispo print. 
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Figure 3-1. Lorenzo Homar, Juan Morel Campos, 1957. Oil on canvas, 38” x 191/2 
inches. From the collection of the Instituto de Cultura Puertorriqueña 
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Figure 3-2. Cover of the portfolio of Las Plenas, Centro de Arte Puertorriqueño, 1954. 

From the Plenas portfolio. Special and Area Studies Collections, George A. 
Smathers Libraries, University of Florida. 



 

80 

 
 
Figure 3-3. Irene Delano, Hacia mejores viviendas, 1947. Silkscreen, 28” x 19’ cm. 

Taken from the book Puerto Rico -- arte e identidad. San Juan, P.R.: Editorial 
de la Universidad de Puerto Rico, 1998. 

 
 

 
 
Figure 3-4. Lorenzo Homar, Tintorera del Mar, 1954. Linocut print, 32.5 × 49.7 cm 

(sheet). From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 
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Figure 3-5. Leopoldo Méndez, Cover of the book Incidentes melódicos del mundo 

irracional, 1944. Woodcut. Part of the UF Smathers Latin American Limited 
Circulation, Call number M863.4 C112i 
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Figure 3-6. Leopoldo Méndez, Dead Don Ardilla, Woodcut. Chapter 2, page 21, taken 
from Incidentes melódicos del mundo irracional. Part of the UF Smathers 
Latin American Limited Circulation, Call number M863.4 C112i 

 
 

 
 
Figure 3-7. Leopoldo Méndez, El Zopilote, Woodcut. Chapter 2, page 27, taken from 

Incidentes melódicos del mundo irracional. Part of the UF Smathers Latin 
American Limited Circulation, Call number M863.4 C112i 
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Figure 3-8. Leopoldo Méndez, Doña Caracol carrying her dead husband, Don Ardilla, 
Woodcut. Chapter 2, page 19, taken from Incidentes melódicos del mundo 
irracional. Part of the UF Smathers Latin American Limited Circulation, Call 
number M863.4 C112i 

 

 
 
 
Figure 3-9. Lyrics included in the portfolio Las Plenas. Special and Area Studies 

Collections, George A. Smathers Libraries, University of Florida 
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Figure 3-10. Lorenzo Homar, Detail of the portfolio Las Plenas (Obispo de Ponce with 

suitcases), 1954. Linocut. Special and Area Studies Collections, George A. 
Smathers Libraries, University of Florida 

 
 

 
 
Figure 3-11. Lorenzo Homar, Detail of the El Obispo de Ponce (Upper-class lady with 

grapefruit tray), 1954. Linocut. Special and Area Studies Collections, George 
A. Smathers Libraries, University of Florida 
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CHAPTER 4 
EL OBISPO DE PONCE ACCORDING TO LORENZO HOMAR 

The linocut print El Obispo de Ponce (The Bishop of Ponce) is primarily the 

rendering of a Catholic leader (Figure 4-1). In the scene created by Lorenzo Homar, the 

bishop is presented in two instances. In the first at right, the figure of the bishop is 

presented standing and looking at the viewer with an emotionless face.  The second 

instance has the bishop seated, with his back to the viewer while surrounded by a group 

of people that represent churchgoers from distinct socio-economic backgrounds. Two 

larger figures at right represent the upper class: a lady holding a tray with a grapefruit 

and a man bowing to the bishop while doffing his hat. The smaller figures at left 

represent humble working class people. The group includes curious children, a poor 

couple, a mother with two children, another family, and a piraguero. The compositional 

separation and size differences between the figures, along with differences in their 

attire, function as markers of social class and financial status. 

In this Chapter I will further deconstruct the scene presented in El Obispo, 

placing emphasis on the depiction of the figures of the bishop and churchgoers. I am 

exploring whether Homar is presenting a satirical or critical view of the bishop or of the 

people paying their respects before him. I will also assert that Homar added his likeness 

to the print, in the small figure of a man standing behind the upper-class man bowing 

down to the bishop. With his arms crossed, this figure displays a strong resemblance to 

Homar during the 1950s. I think he included his self-portrait to portray a judgmental 

figure in the composition. 

On another note, the viewer needs to keep in mind the true purpose of the Las 

Plenas portfolio, which is essentially a salute to the musical contributions of Manuel 
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Jiménez “Canario.” In this sense, Homar was bounded to the main idea of the portfolio 

and its application to this print as well as the others he created. 

Homar’s Compositional Style  

The El Obispo de Ponce linocut print, like the other prints from the Las Plenas 

portfolio made by Homar, employs a chiefly figurative mode. This reflects Homar’s wider 

printmaking approach, where he followed a strict figurative and realistic approach and 

avoided abstraction. In a letter addressed to family friend Dr. Efraín Barradas, he 

explained his working philosophy regarding his tendency toward figurative art.40  

Nuestro arte, hoy por hoy, debería ser como la buena arquitectura 
moderna. Geométrico, limpio, sencillo claro en cuanto a su “statement” 
por poético que sea. Si abstracto entonces como Gloria Rodríguez. 
Cuando miras su obra no te das cuenta si es abstracta o figurativa. Yo 
soy figurativo porque si me refiero a la arquitectura moderna también 
estoy incluyendo los seres humanos que la ocupan y esos todavía tienen 
2 ojos, 1 nariz, 2 brazos y 2 piernas, cuerpos distintos por más aerobics 
que hagan en el mismo gimnasio, etc.41    

 
Regarding Homar’s stylistic approach, it was partly a result of his training and 

experience as a jewelry designer for the House of Cartier. Being continuously tasked 

with the elaboration of functional pieces of art became his nature, and eventually, an 

intrinsic part of his creative standard. This creative concept is applicable to his work in 

the El Obispo de Ponce linocut, in the sense of how Homar applied his artistic skill set 

                                            
40 Letter from Lorenzo Homar to Dr. Efraín Barradas, February 15, 1984. From the Lorenzo Homar 
Correspondence Collection, Museo de Historia, Antropología y Arte, Universidad de Puerto Rico, Rio 
Piedras. 

41 Citation from a letter Homar sent to Dr. Efraín Barradas on February 15, 1984. Translated to English it 
reads as follows: Our present art should be like good modern architecture. Geometric, neat, clear, and 
simple regarding its statement, regardless of how poetic it looks. If abstract, then, like Gloria Rodríguez. 
When you look at her artwork you don’t get the sense of whether it’s abstract or figurative. I’m a figurative 
artist because if I refer to modern architecture I also include human beings that occupy it, and they still 
have 2 eyes, 1 nose, 2 arms, and 2 legs. All different bodies regardless of how much aerobics they do at 
the same gym. 
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and work experience in this print. Printmaking in general was the preferred technique 

used to communicate and disseminate information to a wider public. In the El Obispo 

print Homar combines various visual art forms. Caricature is employed to render the 

fictional figures of the composition. This art form has the power to provide personality to 

each figure. The details of the standing bishop’s vestments and the seated bishop’s 

chair are the product of design.  Typography, the art of setting letters in a printed text, 

was used to create the title of the print and the musical notation. A three-line stanza 

from the El Obispo song printed in red and created separately from the main linoleum 

block is also a product of this art form. 

Linocut, a relief printing technique, was chosen for the Plenas portfolio.42 The 

selection of linocut as the technique for this portfolio was probably based on affordability 

and the ease of cutting a linoleum block rather than a piece of wood or metal. The 

Obispo de Ponce print was made from one single linocut block (Figure 4-2). Regarding 

color treatment, in the El Obispo print, like in the rest of the portfolio, the uncut spaces 

were colored only with black ink. The negative areas in the linocut block are those cut 

away with a chisel, and the ones raised are those that receive the ink and appear as the 

positive areas. This technique is responsible for rendering the visual elements of the 

print.  

Eighteen human figures comprise the scene created Homar. Each of these 

figures flows proportionally in the composition as a result of the manner in which they 

                                            
42 Ann D'Arcy Hughes and Hebe Vernon-Morris. The printmaking bible: the complete guide to materials 
and techniques. (San Francisco: Chronicle Books, 2008),195. A linocut is made of linoleum, a flooring 
material constructed on a backing of hessian, burlap, or jute and made with a variety of ingredients, such 
as linseed oil and powdered cork. 
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were cut in the scene. There is a balance between the figures in terms of proportion and 

perspective that places the larger figures in the foreground and the smaller ones in the 

background. The two figures representing the bishop of Ponce are dimensionally the 

largest. Following in size order are the two figures representing the upper class people, 

and lastly, the working class people. 

In terms of lettering, in the El Obispo print, Homar uses a serif typeface for the 

title similar to Times New Roman.43 Placed tightly above and around the figure of the 

bishop wearing ceremonial vestments, the title is printed in capital letters, with some 

letters placed inside others. This lettering strategy helped locate the title in a 

conspicuous space while allowing a proportional space for the rest of the figures in the 

print.  

Homar’s background as a designer is palpable in the details of some of the 

figures of the El Obispo print. One major example is seen in the vestment worn by the 

bishop’s figure facing the viewer. The vestment shows a floral pattern similar to or 

possibly influenced by the work of British textile designer William Morris (1834-1896) 

(Figure 4-3).44 Homar admired the work of Morris, precisely because of his versatility 

with calligraphy and design. Politics gave Homar another reason to feel connected to 

Morris. Morris was a committed Socialist whose aim was that, as in the Middle Ages, art 

should be for the people and by the people, a view expressed in several of his 

                                            
43 Allan Haley. Typography, referenced: a comprehensive visual guide to the language, history, and 
practice of typography (Beverly, MA.: Rockport Publishers), 21. British designer Stanley Morrison along 
with graphic artist Victor Lardent, created the typeface Times New Roman in 1932 during his tenure at the 
London newspaper The Times.  

44 Arcadio Díaz Quiñones. Lorenzo Homar: la lírica y la satira. (Museo de Arte Dr. Pío López Martínez, 
Universidad de Puerto Rico en Cayey, 2005), 22. 
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writings.45 The chair of the seated bishop also possesses a design detail possibly 

influenced by the work of Morris (Figure 4-4). This is found in the back of the chair 

which shows a floral or organic form comparable to some of Morris’ wallpaper floral 

designs (Figure 4-5). Another possible reference could be to 18th century furniture 

design during Spanish colonial times. Chairs made during this era included the paw feet 

detail seen on the chair of the bishop. 

 The signature of Homar in the print is another design detail that informs the 

viewer of his artistic influences. Homar’s signature actually appears twice in the print 

that I examined at the University of Florida: one (“Homar”) was written in cursive with a 

pencil under the chair of the bishop, after the print was pressed, and a second appears 

printed (as part of the original plate) at the bottom center of the print (Figure 4-6). This 

printed signature consists of a stylized “H” and the publication year of the portfolio (54). 

It resembles the signature of master German printmaker Albrecht Dürer (1471-1528), 

which is the monogram “AD,” also located in the bottom center of a work such as The 

Whore of Babylon (Figure 4-7). While best known for his printmaking, Dürer also 

excelled as a painter, and is considered part of the pioneering art movement of the 

northern Renaissance.46 I think that with this signature Homar paid homage to the work 

of Dürer. 

                                            
45 Peter Stansky. "Morris, William." Grove Art Online. Oxford Art Online. Oxford University Press, 
accessed April 1, 2016, 
http://www.oxfordartonline.com.lp.hscl.ufl.edu/subscriber/article/grove/art/T059724. 

46 Belkin, Kristin. "Dürer, Albrecht." The Oxford Companion to Western Art. Oxford Art Online. Oxford 
University Press, accessed April 8, 2016, 
http://www.oxfordartonline.com.lp.hscl.ufl.edu/subscriber/article/opr/t118/e790. Dürer was a draughtsman, 
printmaker and writer. Now considered by many scholars the greatest of all German artists, he not only 
executed paintings and drawings of the highest quality but also made a major contribution to the 
development of printmaking, especially engraving, and to the study of anthropometry.  

http://www.oxfordartonline.com.lp.hscl.ufl.edu/subscriber/article/opr/t118/e790
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The Bishop 

Of the two figures of the bishop in the El Obispo de Ponce print, undoubtedly, the 

instance of the bishop facing the audience is the most striking (Figure 4-8). Homar 

depicted the bishop dressed in the liturgical vestments appropriate for blessings, 

baptisms, and processions.47  

The vestments are composed of a chasuble, an outer garment embellished with 

curving foliate motifs; a rochet, a long white lace-trimmed garment reserved for bishops; 

a miter, a bishop’s ceremonial headdress adorned with the same floral pattern as the 

chasuble; and a pallium, a narrow band of white wool worn around the shoulders and 

ornamented with three pattée crosses visible.48 Another major component of this figure 

is the crosier, the pastoral staff commonly used by bishops.49 All these pieces of 

liturgical clothing act as visual reminders of the position and authority of a bishop within 

the Catholic Church. The same effect is applicable to the importance of the figure of the 

bishop in the print and the plena song. 

Regarding the character of the bishop, Homar depicts a dignified and stoic 

individual. His emotionless face does not communicate or suggest any connection to 

the plena song. Rather, his facial expression conceals his personality and thought 

process. On another note, his hands are indeed communicating something. His right 

hand is depicted as giving a blessing while his left hand holds the crosier. The skill with 

                                            
47 Maya Stanfield-Mazzi, "Cuzco Miter." Object Narrative. In Conversations: An Online Journal of the 
Center for the Study of Material and Visual Cultures of Religion (2014). 
http://mavcor.yale.edu/conversations/object-narratives/cuzco-miter 

48 George Ferguson, Signs & symbols in Christian art (New York: Oxford University Press, 1961), 156. 

49 Ibid, 164. 

http://mavcor.yale.edu/conversations/object-narratives/cuzco-miter
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which Homar cut the design of the hands transmits a sense of the power and strength of 

the bishop.  

The image of a bishop wearing liturgical vestments is not limited to the persona 

of Edwin Vincent Byrne, but has a long history.50, 51 Such images were commonly used 

to promote the power of the Catholic Church to control, through dogma and ritual, moral 

and social matters of mankind. The liturgical vestment as a material representation of 

the Church’s power places the bishop at a divine level comparable to God. In this 

sense, liturgical regalia, as well as the church’s architecture and art, emphasize that 

divine connection and the wealth of the church. This same effect is also palpable in the 

instance with the seated bishop. 

The second image of the bishop has the figure seated awaiting and attending a 

group of churchgoers or townsfolk of diverse socioeconomic backgrounds (Figure 4-9). 

The bishop is depicted wearing a cassock, a clerical but non-liturgical vestment, and a 

biretta, a square black hat with a tuft and three or four ridges on the top. The fact that 

the bishop is seated, almost like a king, also conveys a message about his influence 

and relationship to the figures surrounding him. Respect towards a religious figure is a 

suitable reaction from the group of people, but so is fear. In this case it would have been 

fear of a newcomer and unknown person who probably didn’t have anything in common 

                                            
50 Dr. Efraín Barradas, interview by author, Gainesville, FL, September 29, 2014. According to Dr. 
Barradas, Homar used the portrait painting of Cardinal Gaspar Borja y Velasco, by Diego Velázquez, as a 
template to create the likeness of the bishop facing the viewer. The painting is part of the permanent 
collection of the Museo de Arte de Ponce in Puerto Rico. 

51 Jonathan Brown, Bonaventura Bassegoda i Hugas, and Diego Velázquez, Collected Writings on 
Velazquez (Madrid : CEEH, 2008), 39. According to Jonathan Brown, a respected Velázquez scholar, the 
portrait was painted between January 3, 1643, when Borja was elevated to the archbishopric of Toledo, 
and December 28, 1645, when he died. Borja is the Spanish pronunciation of Borgia, and the Cardinal 
was a member of this family from Valencia, Spain. 
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with his new congregation. This emotion can be noticed in the first three children at the 

left side of the print. The teenage boy at the center with his arms crossed seems 

insecure, and the little boy at his right looks like he’s hiding behind him. 

Unlike the standing figure of the bishop, whose face is displayed frontally, the 

face of the seated bishop is only partly visible, though it appears to be smiling. Instead 

Homar focused on the facial expressions of the figures surrounding the seated bishop. 

This is the point where the print displays a satirical tone towards the bishop. More than 

creating a comical scene, Homar shows the viewer the ridiculousness of people 

pampering him. This is the reason why Homar employed the technique of caricature in 

this scene to depict the two-upper-class figures. These two figures represent the irony 

of social ambition, the practice of forging associations with figures of power in order to 

enhance one’s own profile. I think the satire in this scene is aimed at the upper-class 

figures and not exclusively at the figure of the bishop. The fact that Homar didn’t show a 

frontal view of his face, or a caricaturesque gesture can be interpreted as an indication 

of his satirical emphasis on the two upper-class figures.  

The rendition of satire through caricatures was not a novel concept in Homar’s 

artwork. As mentioned previously, prior to the Las Plenas portfolio, Homar created a 

series of humorous caricatures based on the likenesses of soldiers who were part of his 

platoon during World War II. These pen and ink drawings illustrate exaggerated physical 

attributes, but unlike the two satirical characters in the El Obispo print, Homar’s purpose 

was to provide comic relief during wartime. One of those drawings depicting an 

enhanced view of physical features is that titled Pvt. Felipe Sánchez, Los Angeles 

(Figure 4-10). The physicality of Pvt. Sánchez, exemplified by his large bright smile and 
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muscular upper body, shows the humorous side of Homar’s artwork. While Homar did 

not produce any directly satirical artwork before his move to Puerto Rico, he was clearly 

adept at humor.  

Since he settled on the island in 1950, Homar became immersed in the history 

and culture of Puerto Rico. During his early years in New York City, Homar lived like 

many Nuyoricans, with a conscious awareness of his national identity that was 

nevertheless seen from a distant perspective. After his return, Homar was able to grasp 

and absorb the true reality and experience of being Puerto Rican. This new perspective 

enabled him to think critically about the social and political conditions of the island. I 

think this new vision, combined with his artistic skills, allowed him to create scenes like 

the El Obispo de Ponce print.  

After the completion of the Las Plenas portfolio, Homar embarked on a new 

artistic path that included works of social critique. Through extensive collaborations with 

two newspapers, Claridad and El Imparcial, Homar developed sharp caricaturesque 

content aimed mainly at political leaders of the recent Estado Libre Asociado 

(Commonwealth of Puerto Rico). In 1960, Homar created two caricatures published by 

Claridad that coincidentally involved a Catholic bishop of Ponce, Obispo en la tribuna 

(Bishop on the Soapbox) and El Obispo MacManus pide licencia para portar armas 

(Bishop McManus Seeks License to Bear Arms) (Figures 4-11, 4-12).52 In these 

cartoons Homar satirizes the figure of the bishop in a more direct and bold style, 

                                            
52 James Edward MacManus (1900-1976) was bishop of Ponce from 1947 to 1963. He is mostly 
remembered for founding the Pontificia Universidad Católica de Puerto Rico in Ponce in 1948. Bishop 
MacManus was highly involved with the political scene in Puerto Rico and was a fierce critic of the 
government of Luis Muñoz Marín. 
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working according to the nationalistic tenets of Claridad newspaper. The drawing of 

Obispo en la tribuna (Bishop on a Platform) shows the figure of Bishop James 

MacManus wearing a chasuble and miter, both with large dollar signs. His hands are 

kept busy, with the left holding a crosier with the number 51, a reference to the 

statehood campaign for Puerto Rico, while the right holds an American flag also 

showing a dollar sign. Other visual elements of this composition are a group of bats 

flying around the figure of the bishop, and two images of Puerto Rican political leaders 

identified as The Lider and El Man. The drawing criticizes the meddling of bishop 

MacManus in local politics, favoring the annexationist party. It was accompanied by a 

note recognizing the 53 Catholic leaders who sent a letter to the Vatican denouncing the 

bishop’s actions.53 

The second drawing about bishop MacManus shows his figure wearing the same 

chasuble as the previous Bishop on the Soapbox. Resembling the image of a 

Hollywood movie cowboy, this drawing depicts the bishop carrying firearms; holding a 

pistol in his right hand, and trying to grab another with his left hand. A note attached to 

this caricature reported the bishop’s designation as “Star Salesman” by the Executive 

Sales Club of Puerto Rico, in a double allusion to the thousands of dollars raised by the 

bishop for a Catholic school and to his pro-annexationist campaigns. 

This survey of the range of Homar’s approaches to caricature allows for a better 

understanding of Homar’s creative trajectory and his developing political activism in 

relation to Puerto Rican identity. Certainly his artistic collaboration with the newspaper 

                                            
53 Elvis Fuentes. Homar: Homo humoris (Cayey, P.R.: Museo de Arte Dr. Pío López Martínez, 
Universidad de Puerto Rico en Cayey, 2005), 150. 



 

95 

Claridad demonstrates an artistic maturity and how Homar was able to critique socially 

and politically as he previously did in the Obispo print. 

The Churchgoers or Townfolk 

As seen, a series of figures surrounding the seated bishop represents 

churchgoers or townfolk. Because distinct figures are arrayed to the left and right of the 

seated bishop, I have divided them into two groups: one representing the upper class 

and the second the working class (Figure 4-13).54 As previously discussed, there are 

two figures representing the upper class: a coquettish lady performing a curtsy while 

offering a tray with a halved grapefruit to the Bishop, and a man wearing a suit who 

bows and removes his hat (Figure 4-14). Differences in the clothing of the two groups 

serve as references to their backgrounds and social status. For example, the upper-

class woman is shown wearing a hat, an accessory not commonly used in casual social 

gatherings on the island, high heel shoes, jewelry, and a formal dress. The hat used by 

this figure could possibly be a reference to the Club Cívico de Damas de Puerto Rico 

(Ladies Civic Club), a social organization formed by the wives of noted businessmen, 

doctors, and lawyers, involved with fundraising events to benefit local charities.55 Las 

Cívicas, a moniker used to identify members of this group, are known to wear elaborate 

                                            
54 Edith Pérez Berg. Desarrollo económico y clases sociales en Puerto Rico: la clase media un estrato 
social o un estatus socio-económico (Hato Rey : Publicaciones Puertorriqueñas Editores, 2010), 76. In 
1950, the year Homar relocated to Puerto Rico, a new working class was emerging. This emergence was 
the result of a massive industrial implementation championed by Luis Muñoz Marín. Around 1946 Muñoz 
Marín and his advisors adopted a new economic development policy allowing the establishment of 
factories and mechanized labor in the island. This represented a shift to the proletarian class known as 
“jornaleros,” workers paid by the hour who were skilled and used to work in agriculture, generally as 
sugar mill workers. With the eventual sugar industry economic crisis and subsequent disappearance of 
mills, many jornaleros started to relocate to cities across the island to work in factories.  

55 More information about the Club Cívico de Damas de Puerto Rico can be obtained through their 
website, http://www.civicas.org/ 
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hats at their social events. The second upper-class figure, the man bowing down before 

the bishop, is also impeccably dressed with an English formal suit, a cane, and a bowler 

hat.  

Curiously, the demeanor of the upper-class women can be interpreted as a 

sexual innuendo. Her offering of the grapefruit while showing her décolletage could be a 

reference to Saint Agata, a Christian martyr whose image is depicted as a woman 

carrying her breasts on a tray. The offering of the half grapefruit and the showing of 

cleavage could signify her offering herself for sexual gratification.  

In the working class group, we first have a group of three children, one with no 

footwear and the other two dressed casually in play clothes. The older boy wears no 

shirt. Next appear two teenagers, also without shoes, the young man without a shirt.  

The figures of this group become smaller as an indication that they are farther 

from the seating bishop. There is a mother accompanied by two small children followed 

by a family of three, a piraguero, and a child running away from the scene (Figure 4-15). 

The piraguero, a traditional figure in most towns around the island, seems to have a 

relaxed composure when compared to the other figures.56 He’s also wearing a hat to 

protect himself from the sun, because his job requires him to walk around the streets to 

sell piraguas. 

The working class figures all appear in a state of awe and curiosity. This scene 

potentially conveys the first time this group saw the bishop. Reading the body language 

                                            
56 Although the piraguero seems to be a business owner, it could be possible that he is merely attending 
the cart on behalf of somebody, or that he has another job and his gig as a piraguero represents a part-
time job.  
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of the piraguero, the group is also contemplating the interaction between the seated 

bishop and the two upper class figures. This reaction is potentially not a sign of rejection 

but one of an overwhelming feeling of confusion. The bishop characterized in the plena 

song of the El Obispo de Ponce, is an American priest who very possibly didn’t speak 

Spanish. That already establishes a divide between the bishop and the working class 

members of his congregation. Although English was and continues to be part of the 

public educational system of the island, during the early twentieth century many children 

growing up in poor neighborhoods were prevented from going to school in order to work 

and contribute with the household sustainability, and their maternal language was 

Spanish.  

The curiosity in the faces of the working class people also suggests a level of 

ignorance in regard to knowledge about the Catholic Church and the role of its religious 

leaders. It can also be seen as a cautious response to an unknown leader. This 

behavior appears in contrast to the content and pleasing demeanor shown by the 

woman holding the grapefruit tray and the man bowing down at the Bishop.  

Behind the man bowing to the Bishop is the smaller figure of a man with crossed 

arms who leans slightly backward, appearing to contemplate the dynamic between the 

two groups of people and the religious leader (Figure 4-16). This figure appears distant 

and reserved. Perhaps most like the piraguero, he’s a spectator of the interaction 

between the bishop and the upper class figures. This male figure bears a strong 

resemblance to Lorenzo Homar, especially the way he looked during the 1950s (Figure 

4-17). Other artists who shared the same artistic environment and working philosophy 

with Homar, such as Rafael Tufiño, also inserted their own likenesses into their artwork. 
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Perhaps Homar included a version of himself in this print as a way to inform the viewer 

that scenes like this one are common in Puerto Rico. Homar may have witnessed this 

type of interaction between a priest and upper-class followers during his early days in 

Puerto Rico, and wanted to recreate it in this print. I think he included his likeness to act 

as judge of this scene. 

Summary 

The scene presented by Lorenzo Homar in the El Obispo de Ponce linocut print 

is not intended for religious devotion. The scene of the seated bishop and the 

churchgoers speaks about a first time encounter and interaction between the religious 

leader and two groups of people of diverse socioeconomic backgrounds. The bishop 

seems to enjoy and focus his attention on the upper-class figures, while the working 

class figures become progressively smaller in size, perhaps to indicate they are 

forgotten and ignored by the bishop. Homar inserts a satirical commentary with his 

depiction of the two upper class figures. Both are presented in ridiculous social 

positions, one pampering the bishop, the other showing his respects in an old fashioned 

manner. This ridiculous and servile behavior is the object of Homar’s critique. The 

exaggerated mannerisms and facial gestures represent a point of tension in this 

critique, one that emphasizes the ridiculousness of this scene. Another point of critique 

expressed by Homar is in regard to the poor living conditions of the working class 

people. The fact that the scene includes images of children with no shirts and footwear 

can be read as a raw depiction of the economic conditions in the island, the ones he 

witnessed upon his return from the U.S. The children’s lack of clothing contrasts greatly 

with the abundance of clothing worn by the standing bishop. This comparison shows a 

disconnection between the Catholic Church and the struggles of the working class.  
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We can also read this scene by Homar as making a political statement, though 

not the kind involving a political party affiliation. Through the scene of the seated bishop 

and churchgoers, Homar draws attention to the social realities of the island, which 

include poverty and low levels of education. Alcahuetería, a term used in Puerto Rico to 

denote a tendency to over-pamper and conceal the ills of others, is also a behavior 

usually manifested by people craving a high social standing and recognition. In this 

case, this behavior applies to the two upper-class figures.  In this print Homar provides 

a space that elicits a critical look at the scene between the bishop and the townsfolk. 

The scene includes situations of economic inequality and social ambition, and at the 

center of all appears a bishop that very possibly doesn’t speak Spanish. The Obispo de 

Ponce linocut print is a reflection of a social disconnect seen from the perspective of 

Lorenzo Homar. More than a print celebrating a plena song, it imprints the social reality 

of Puerto Rico in the 1950s. 
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Figure 4-1. Lorenzo Homar, El Obispo de Ponce, 1954. Linocut print, 32.5 × 49.7 cm 

(sheet). From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 

 

 
 
Figure 4-2. Lorenzo Homar, Original linocut block of the El Obispo de Ponce print, 1954. 

Museo de Historia , Antropología y Arte Collection, Universidad de Puerto 
Rico, Recinto de Rio Piedras. 
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Figure 4-3. Lorenzo Homar, Bishop’s liturgical vestment with floral details, detail from El 

Obispo de Ponce. 1954. Linocut print. From the Plenas portfolio. Special and 
Area Studies Collections, George A. Smathers Libraries, University of Florida 

 

 
 
Figure 4-4. William Morris, Honeysuckle design (for chintz). Taken from the book 

William Morris full-color patterns and designs. New York: Dover. 1988. 
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Figure 4-5. Lorenzo Homar, Bishop’s chair, detail from El Obispo de Ponce. 1954. 

Linocut print. From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 

 
 
 
 

 
 
Figure 4-6. Lorenzo Homar, Homar’s signatures, detail from El Obispo de Ponce. 1954. 

Linocut print. From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 
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Figure 4-7. Albrecht Dürer. The Whore of Babylon, from The Apocalypse. 1498. 

Woodcut, 15 5/8 x 11 ¼ cm (sheet). The Metropolitan Museum of Art, New 
York.  

 

 
 
Figure 4-8. Lorenzo Homar, Bishop with liturgical vestment, detail from El Obispo de 

Ponce. 1954. Linocut print. From the Plenas portfolio. Special and Area 
Studies Collections, George A. Smathers Libraries, University of Florida 
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Figure 4-9. Lorenzo Homar, Seated bishop, detail from El Obispo de Ponce. 1954. 

Linocut print. From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 

 
 

 
 
Figure 4-10. Lorenzo Homar, Pvt. Felipe Sánchez, Los Angeles. 1944. Pen and ink, 

watercolor pencil on paper. 27 x 22.3 cm (sheet). Princeton University Library. 
Graphic Arts. GA 2007.03831 
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Figure 4-11. Lorenzo Homar, Obispo en la tribuna. 1960, pen, 11 ¾” x 6”. Dr. George H. 

Fromm Collection. Published in Claridad, Year I, April 4, 1960. 

 

 
Figure 4-12. Lorenzo Homar, El Obispo MacManus pide licencia para portar armas. 

1960, pen, 12 ¾ x 10. Dr. George H. Fromm Collection. Published in 
Claridad, Year II, no. 22, June 1960. 
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Figure 4-13. Lorenzo Homar, Working class people, detail from El Obispo de Ponce. 

1954. Linocut print. From the Plenas portfolio. Special and Area Studies 
Collections, George A. Smathers Libraries, University of Florida 

 
 

 
 
Figure 4-14. Lorenzo Homar, Upper class people, detail from El Obispo de Ponce. 

1954. Linocut print. From the Plenas portfolio. Special and Area Studies 
Collections, George A. Smathers Libraries, University of Florida 
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Figure 4-15. Lorenzo Homar, Piraguero, detail from El Obispo de Ponce. 1954. Linocut 

print. From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 

 

 
 
Figure 4-16. Lorenzo Homar, Lorenzo Homar, detail from El Obispo de Ponce. 1954. 

Linocut print. From the Plenas portfolio. Special and Area Studies Collections, 
George A. Smathers Libraries, University of Florida 
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Figure 4-17. Lorenzo Homar, ca. 1950. Taken from the book Lorenzo Homar: 
Abrapalabra: la letra mágica: carteles, 1951-1999. Rio Piedras: Museo de Historia, 
Antropología y Arte, Universidad de Puerto Rico, 1999. 
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CHAPTER 5 
CONCLUSION 

The linocut print El Obispo de Ponce, representing the plena song of the same 

title, is the result of the artistic vision and technique of Puerto Rican printmaker Lorenzo 

Homar. The purpose of my thesis was to uncover and discuss the statement expressed 

by Homar, especially in regard to whether the print directs a satirical or critical view at 

the bishop and the people honoring his presence. Based on the manner in which Homar 

characterizes the figures surrounding the bishop, I believe the scene is indeed a 

satirical view of Puerto Rican society.   

This thesis has also explored the historical context behind plena as an 

autochthonous musical genre, and behind the song El Obispo. The development of 

plena is intrinsically tied to the history of Ponce. The city of Ponce has been the 

epicenter of many cultural and political events that have marked the history of Puerto 

Rico. The scene depicted by Homar in the print El Obispo references the plena song but 

also goes beyond it. This was demonstrated through a comparison of well-known 

verses of the song with the figures and details of this print. The most direct reference to 

the song represented in the print talks about the bishop's fruit preferences. Two 

pineapples, according to the song the kind of fruit disliked by the bishop, are seen 

placed below the bishop's chair while the upper class woman offers a piece of grapefruit 

to the bishop.     

To create El Obispo, Homar employed his design skills honed in the U.S., and 

thematically relied on his experience as a citizen and new resident of Puerto Rico. As 

part of that vision, Homar presented in the print a scene involving the bishop of Ponce 

and a group of townsfolk or churchgoers divided by wealth and social conditions. The 
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reactions between the groups are varied regarding the newly appointed bishop. The 

figures at the left represent the working class, and two at the right, closer to the figure of 

the seated bishop, are the upper class.  

The working class figures are seen keeping their distance from the figure of the 

bishop, probably as a sign of respect but also expressing fear of his unknown character. 

The compositional distance between these figures demonstrates the lack of concern 

and interest from the bishop towards the working-class group The two upper class 

figures are the closest to the bishop, and he faces them. It’s in these two figures, a man 

bowing down at the bishop and a woman carrying a tray with a piece of grapefruit, 

where Homar’s satirical critique is centered. The facial gestures and exaggerated body 

language of these two figures are indicative of Homar’s caricaturesque style, employed 

with satirical aims in this scene. The statement Homar presents is mostly drawn from 

his observations of the socioeconomic conditions in Puerto Rico.  These conditions 

included poverty, malnutrition, and lack of access to education and medical services. 

The working class figures were depicted to embody these low levels of social 

conditions.  

 On another note, the presence of a figure resembling the likeness of Homar 

during the 1950s, brings some needed balance between the group of figures. Although 

he seems neutral, with his arms crossed this figure is critical of the interaction between 

the bishop and the upper class figures. I read this figure as the representation of 

common sense absent in the scene. The figure of the piraguero is also an observer of 

this encounter, but this figure seems rather relaxed and unaffected by the scene. 
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 It is primarily through the ridiculous characterizations of the two upper-class 

figures that Homar shows the viewer the irony of religious hypocrisy in the pursuit of 

favorable recognition and a higher social profile. For example, the upper class lady 

entices and pampers the bishop with his favorite fruit according to the song, the 

grapefruit. In this sense, the social critique is not aimed at the figure of the seated 

bishop. The bishop represents a mirror reflecting the social ambitions of Ponce’s upper 

class. The objective of Homar was to direct attention to the socioeconomic inequality 

present during the time of his return to the island. Alcahuetería, a term which in Puerto 

Rico refers to the act of excessive pampering and spoiling for social gain, is the specific 

behavior that Homar criticizes in this print.  

Besides Homar's critique about the social state of Puerto Rico, the El Obispo de 

Ponce print remains part of a large cultural awareness project that sought to enhance 

the patriotic values of Puerto Rico. This endeavor exemplifies the artistic ethos of 

Homar, one that never ceased to represent the nationalistic spirit of Puerto Rico.  

 



 

112 

LIST OF REFERENCES 

Ades, Dawn, Guy Brett, Stanton L. Catlin, and Rosemary O'Neill. 1989. 
Art in Latin America: The Modern Era, 1820-1980. New Haven: Yale University Press. 
 

Aparicio, Frances R. 1998. Listening to salsa: gender, Latin popular music, and Puerto 
 Rican cultures. Hanover, NH: University Press of New England. 
 

Art Institute of Chicago, and Diane Helen Miliotes. 2014. What may come: the Taller de 
Gráfica Popular and the Mexican political print = Lo que puede venir: El Taller de 
Gráfica Popular y el grabado político mexicano. 

 
Ayala, César J., and Rafael Bernabe. 2007. Puerto Rico in the American century: a history 

since 1898. Chapel Hill: University of North Carolina Press. 
 
Barradas, Efraín, ed. 2007. Mente, Mirada, Mano: Visiones y Revisiones de la obra de 

Lorenzo Homar. San Juan, P.R.: Ediciones Huracán. 
 

Babín, María Teresa. 1999. La cultura de Puerto Rico: introducción. San Juan de 
 P.R.: Centro de Estudios Avanzados de Puerto Rico y el Caribe. 
 

———.1958. Panorama de la cultura puertorriqueña. New York: Las Américas  
Pub. Co.  
 

Belaval, Emilio S., and Luis Rafael Sánchez. 1977. Los problemas de la cultura 
 puertorriqueña. Río Piedras, P.R.: Editorial Cultural.  

 
Blanco, Tomás. 1973. Prontuario histórico de Puerto Rico. San Juan: Instituto de 

 Cultura Puertorriqueña. 
 

———, and Ricardo Cobián Figueroux. 2001. Los cinco sentidos: cuaderno 
 suelto de un inventario de cosas nuestras. San Juan, P.R.: Instituto de 
 Cultura Puertorriqueña. 

 
Bloch, Peter. 1973. La-le-lo-lai; Puerto Rican music and its performers.  

[New York]: Plus Ultra Educational Publishers. 
 
Brill, Mark. 2011. Music of Latin America and the Caribbean. Boston, MA: Prentice 

 Hall. 
Brown, Jonathan, Bonaventura Bassegoda i Hugas, and Diego Velázquez. 2008 

Collected Writings on Velazquez. [Madrid] : New Haven ; London: CEEH. 
 

Caplow, Deborah. 2007. Leopoldo Méndez: revolutionary art and the Mexican print. 
 Austin: University of Texas Press. 
 

Cloulas, Ivan. 1989. The Borgias. New York: F. Watts. 
 



 

113 

Cosío Villegas, Daniel. 1994. Historia mínima de México. México, D.F.: El Colegio de 
 México.  

 
Craven, David. 2002. Art and Revolution in Latin America, 1910-1990. New Haven: Yale 

University Press. 
 
Cupeles, J. David. 1992. Lorenzo Homar, Artista Ejemplar de la gráfica contemporánea de 

Puerto Rico. 3a ed. rev. San Juan, P.R.  
 
Dávila, Arlene M. 1997. Sponsored identities: cultural politics in Puerto Rico. Philadelphia: 

Temple University Press.  
 
Díaz-Quiñones, Arcadio. 1991. “Puerto Rico. Cultura, memoria y diáspora.” Revista Nueva 

Sociedad, no. 116: 153–58. 
 
———. 2000. El arte de bregar: ensayos. San Juan, P.R.: Ediciones Callejón. 
 
———. 2000. “Lorenzo Homar. entre Nueva York y San Juan.” Revista Quimera, no. 193-

194: 62–73. 
 
Dufrasne-González, J. Emanuel. 1994. Puerto Rico también tiene...!tambó! : Recopilación 

de articulos sobre la plena y la bomba /. Primera ed. [Rio Grande, Puerto Rico] : 
Paracumbé. 

 
Echevarría Alvarado, Félix. 1984. La plena: origen, sentido y desarrollo en el folklore 

puertorriqueño. [Santurce, P.R.?]: F. Echevarría Alvarado.  
 
Ferguson, George. 1961. Signs & symbols in Christian art.  
 New York: Oxford University Press. 
 
Figueroa, Humberto, and María P. Ramírez Néquiz. 2002. La historia en el cartel 
  puertorriqueño. Cayey, PR: Museo Universitario Dr. Pío López Martínez, 
  Universidad de Puerto Rico en Cayey. 
 
Flores, Juan. 1993. Divided borders: essays on Puerto Rican identity. Houston, Tex: Arte 

Público Press. 
 
Frank, Patrick, ed. 2004. Readings in Latin American Modern Art. New Haven: Yale 

University Press. 
 
Galván, Javier A. 2009. Culture and customs of Puerto Rico. Westport, Conn: Greenwood 

Press. 
 
Garfield, Simon. 2011. Just my type: a book about fonts. New York, New York: Gotham 

Books. 
 



 

114 

Gilmour, Pat. 1978. The mechanised image: an historical perspective on 20th century prints. 
[London]: Arts Council of Great Britain. 

 
Glasser, Ruth. 1995. My music is my flag: Puerto Rican musicians and their New York 

communities, 1917-1940. Berkeley: University of California Press. 
 

González-Cruz, Michael. 2006. Nacionalismo revolucionario puertorriqueño,  
1956-2005: la lucha armada, intelectuales y prisioneros políticos y de guerra. 
 San Juan, P.R.: Isla Negra Editores.  

 
Greenfeld, Howard. 1998. Ben Shahn: An Artist’s Life. 1st ed. New York: Random House. 
 
Haley, Allan. 2012. Typography, referenced: a comprehensive visual guide to the language, 

history, and practice of typography. Beverly, MA.: Rockport Publishers. 
 
Hermandad de Artistas Gráficos de Puerto Rico. 1998. Puerto Rico -- arte e identidad. San 

Juan, P.R.: Editorial de la Universidad de Puerto Rico. 
 
*Homar, Lorenzo, Galeria Palomas, and Banco Popular de Puerto Rico. 1993. Lorenzo 

Homar a los 80 Años. San Juan: Galeria Palomas. 
 
———, and Flavia Marichal Lugo. 1999. Lorenzo Homar: Abrapalabra: la letra mágica: 

carteles, 1951-1999. Río Piedras: Museo de Historia, Antropología y Arte, Universidad 
de Puerto Rico. 

 
———, Elvis Fuentes Rodríguez, Mariel Quiñones Vélez, Jonathan J. Berríos Domínguez, 

Arcadio Díaz Quiñones, Andrew Hurley, and Cándida González. 2005. Homar: homo 
humoris. Cayey, P.R.: Museo de Arte Dr. Pío López Martínez, Universidad de Puerto 
Rico en Cayey. 

 
Ittmann, John W., Innis H. Shoemaker, James Wechsler, and Lyle W. Williams. 

 2006. Mexico and modern printmaking: a revolution in the graphic arts, 1920 to 
1950. Philadelphia: Philadelphia Museum of Art. 
 

Jorge Bernarda. 1996. El canto de tradición oral de República Dominicana.  
Santo Domingo: Banco de Reservas de la República Dominicana.  
 

Justi, Carl, and Pedro Marrades. 2000. Velázquez y su siglo. Madrid: Espasa.  
 
Katzew, Ilona. 2008. “Gráfica Popular.” LACMA.  

http://collections.lacma.org/node/580931. 
 

Kranzfelder, Ivo. 2001. George Grosz, 1893-1959. Koln: Taschen. 
 

López-Baralt, Mercedes. 2004. Literatura puertorriqueña del siglo XX: antología. 
 San Juan, P.R.: Editorial de la Universidad de Puerto Rico. 



 

115 

 
López Cruz, Francisco. 1967. La música folklórica de Puerto Rico. Sharon, Conn: Troutman 

Press. 
 
López, Ramón. 2008. Los bembeteos de la plena puertorriqueña. San Juan, P.R.: Ediciones 

Huracán. 
 
López, Yustos, Alfonso. 2003. Sociedad y escuela en Puerto Rico. Hato Rey, P.R.: 

Publicaciones Puertorriqueñas.  
 
Lucie-Smith, Edward. 1981. The art of caricature. Ithaca, N.Y.: Cornell University Press. 
 
Malavet Vega, Pedro. 1987. Navidad que vuelve: la tradición y el cantar navideño en Puerto 

Rico. Ponce, P.R.: P. Malavet Vega. 
 
Manuel, Peter, Kenneth M. Bilby, and Michael D. Largey. 2006. Caribbean currents: 

Caribbean music from rumba to reggae. Philadelphia, PA: Temple University Press.  
 
Marichal Lugo, Flavia. “Cronología.” In Abrapalabra, la Letra Mágica. Museo de Historia, 

Antropología y Arte UPR. 
 
Marsh Kennerly, Catherine. 2009. Negociaciones culturales: los intelectuales y el proyecto 

pedagógico del estado muñocista. San Juan, P.R.: Ediciones Callejón.  
 
Marsh, Reginald, and Norman Sasowsky. 1976. The prints of Reginald Marsh: 

 an essay and definitive catalog of his linoleum cuts, etchings, engravings, and 
 lithographs. New York: C. N. Potter. 

 
Mestey Villamil, Oscar. 2008. La vanguardia de los años veinte y treinta del siglo XX en las 

artes plasticas puertorriqueñas. San Juan: Colección de las Artes, Sistema de 
Bibliotecas, Universidad de Puerto Rico, Recinto de Río Piedras. 

 
Miller, Marilyn. "Plena and the Negotiation of “National” Identity in Puerto 

 Rico."Centro Journal 16, no. 1 (2004): 36-59. 
 
Moore, Robin D. 2010. Music in the Hispanic Caribbean: experiencing music, expressing 

culture. New York: Oxford University Press.  
 
Morris, William, and Aymer Vallance. 1988. William Morris full-color patterns and designs. 

New York: Dover. 
 
———, and Gillian Naylor. 1988. William Morris by himself: designs and writings. Boston: 

Little, Brown. 
 
Muñoz, María Luisa. 1966. La música en Puerto Rico; panorama histórico-cultural. Sharon, 

Conn: Troutman Press.  



 

116 

 
Musacchio, Humberto. 2007. El Taller de Gráfica Popular. México, D.F.: Fondo de Cultura 

Económica. 
 
Museo de Arte Contemporáneo de Puerto Rico. 2003. Arte contemporáneo de Puerto Rico 

60 años de producción artística en dos discos compactos interactivos. [San Juan, P.R.]: 
Museo de Arte Contemporáneo de Puerto Rico. 

 
Museo de Arte de Ponce. 1978. Exposición retrospectiva de la obra de Lorenzo Homar, 

Museo de Arte de Ponce, 18 de marzo al 10 de mayo, El Centro Condado, 20 de Mayo 
Al 20 de Junio, 1978. Ponce: El Museo. 
 

Núbila, Carlos Di, and Carmen N. Rodriguez-Cortes.1997. Puerto Rico: sociedad, cultura y 
educación: antología de lecturas. San Juan, P.R: Isla Negra Editores. 

 
“Oral History Interview with Jack and Irene Delano, 1965 June 12.” 2014. 

Government. Archives of American Art. Accessed December 7. 
http://www.aaa.si.edu/collections/interviews/oral-history-interview-jack-and-irene-
delano-13026. 

 
Orovio, Helio. 1994. Música por el Caribe. Santiago de Cuba: Editorial Oriente. 
 
Overly Manufacturing Company (Greensburg, Pa.). 1961. The Cross. Greensburg, Pa: 

Overly Manufacturing Co. 
 
Pérez Berg, Edith. 2010. Desarrollo económico y clases sociales en Puerto Rico: la clase 

media un estrato social o un estatus socio-economico. Hato Rey: Publicaciones 
Puertorriqueñas Editores 

 
Pérez-Chanis, Efraín E. 2003. Crónicas en un tiempo de arte.  

San Juan, P.R.: Editorial del Instituto de Cultura Puertorriqueña. 
 

Quintero Rivera, A. G. 2009. Cuerpo y cultura: las músicas mulatas y la subversion 
 del baile. Madrid: Iberoamericana.  
 

———.1988. Patricios y plebeyos: burgueses, hacendados, artesanos y obreros: las 
relaciones de clase en el Puerto Rico de cambio de siglo. Rio Piedras, Puerto Rico: 
Ediciones Huracán. 

 
———. 1989. Music, social classes, and the national question of Puerto Rico. Washington, 
DC: Woodrow Wilson International Center for Scholars.  
 
———.1998. Salsa, sabor y control!: sociología de la música “tropical”.  

Mexico: Siglo Veintiuno Editores. 
 
 



 

117 

———.2003. Ponce, la capital alterna: sociología de la sociedad civil y la cultura 
 urbana en la historia de la relación entre clase, "raza," y nación en Puerto Rico. 
 Ponce, P.R.: Ponceños de Verdad.  
 

Ríos Rigau, Adlín. 2002. Las artes visuales puertorriqueñas a principios del siglo XXI. San 
Juan, P.R.: Editorial, Instituto de Cultura Puertorriqueña. 

 
Riutort, Ana. 1994. Historia breve del arte puertorriqueño en su contexto universal. Río 

Piedras, Puerto Rico: Editorial Plaza Mayor. 
 
Rivera, Nelson. 1997. Visual Artists and the Puerto Rican Performing Arts, 1950-1990: The 

Works of Jack and Irene Delano, Antonio Martorell, Jaime Suárez, and Oscar Mestey-
Villamil. New York: P. Lang. 

 
———. 2009. Con urgencia: escritos sobre arte puertorriqueño contemporáneo. San Juan, 

P.R.: La Editorial, Universidad de Puerto Rico. 
 
Rodríguez Juliá, Edgardo. Una noche con Iris Chacón. [Puerto Rico]: Editorial Antillana, 

1986. 
 
Ross, John, and Roundtable Press. 1990. The Complete Printmaker: Techniques, 

Traditions, Innovations. New York: Free Press. 
 
Roylance, Dale. 1983. Lorenzo Homar: a Puerto Rican master of calligraphy and the graphic 

arts. [Princeton, N.J.]: Graphic Arts Collection, Princeton University Library. 
 
Russ, Stephen. 1975. A Complete guide to printmaking. New York: Viking Press. 
 
Scott, John F. 1999. Latin American Art: Ancient to Modern. Gainesville: University Press of 

Florida. 
 
Staake, Bob. 1991. The complete book of caricature. Cincinnati, Ohio: North Light Books. 
 
Stanfield-Mazzi, Maya.2014. "Cuzco Miter." Object Narrative. In Conversations: An Online 

Journal of the Center for the Study of Material and Visual Cultures of Religion. 
http://mavcor.yale.edu/conversations/object-narratives/cuzco-miter 

 
Sturges, Hollister. 1990. New Art from Puerto Rico = Nuevo Arte de Puerto Rico. Springfield, 

Mass: Museum of Fine Arts. 
 
Thompson, Donald. 2002. Music in Puerto Rico: a reader’s anthology. Lanham, Md: 

Scarecrow Press. 
 
———, and Annie F. Thompson. 1991. Music and dance in Puerto Rico from the age of 

Columbus to modern times: an annotated bibliography. Metuchen, N.J.: Scarecrow 
Press. 

http://mavcor.yale.edu/conversations/object-narratives/cuzco-miter


 

118 

 
Tío, Teresa. 2003. El cartel de Puerto Rico. México: Pearson Educación México. 

 
———. 1996. La hoja liberada: el portafolios en la gráfica puertorriqueña.  

San Juan: Instituto de Cultura Puertorriqueña. 
 

Torres Martinó, José Antonio, Myrna Báez, and Silvia Alvarez-Curbelo. 2006. 
José Antonio Torres Martino: Voz de varios registros. San Juan, Puerto Rico: La 
Editorial, Universidad de Puerto Rico. 

 
Tufiño, Rafael. 2001. Rafael Tufiño, pintor del pueblo: exposición retrospectiva, 6 de julio - 7 

de octubre de 2001. San Juan, Puerto Rico: Museo de Arte de Puerto Rico. 
 

Universidad de Puerto Rico. 1987. Trazo y voz: homenaje a dos maestros. Río Piedras, 
P.R.: Universidad de Puerto Rico, Recinto de Río Piedras. 
 

Vega Martínez, Juan Carlos, and Ramiro Malagón Meléndez. 2001. Breve historia de 
 la música en Puerto Rico. San Juan: Colegio San Ignacio de Loyola.  
 

 



 

119 

BIOGRAPHICAL SKETCH 

Ana D. Rodriguez (1971-) was born in Brooklyn, New York and raised in Arecibo, 

Puerto Rico. In 1995 she completed a Bachelor of Arts degree in Theory of Art from the 

University of Puerto Rico, Mayaguez Campus. Later in 1999, she found herself working 

for the government of Puerto Rico, at the Instituto de Cultura Puertorriqueña. Working 

for a span of four years as an Assistant Registrar with the national art collection enabled 

her to acquire a wealth of knowledge about Puerto Rican art and artists, as well as 

museum registration skills and care of artworks. The Instituto was the place where she 

learned firsthand about the artwork of Lorenzo Homar as well as many others 

printmakers from the “Generación de los 50.” 

Lead by professional aspirations, in December 2003 she relocated to the city of 

Miami, Florida. During her time in Miami she worked in the archives of the Jewish 

Museum of Florida, The Miami Herald, and the University of Miami. Working in the 

newsroom library of the Miami Herald gave her the motivation to pursue a master’s 

degree in Information and Library Science from the Florida State University, which she 

completed in 2010. Later in 2012 she obtained a certificate in archival studies from the 

Georgia Archives Institute. Her interest in graphic prints combined with her working 

experience in archives and special collections prompted her to seek a second graduate 

degree. In the summer of 2016 she completed a master of arts in Art History from the 

University of Florida.  

 
 
 
 
 
 
 


	ACKNOWLEDGMENTS
	LIST OF FIGURES
	LIST OF ABBREVIATIONS
	INTRODUCTION
	LORENZO HOMAR: AN ARTIST RETURNS TO HIS MOTHERLAND
	Historical and Political Evolution of Puerto Rico
	The CAP and El Taller de Gráfica Popular (TGP), the Foundation of Latin American Printmaking
	The Centro de Arte Puertorriqueño
	Homar and his Artistic Beginnings
	The Influence of Ben Shahn on Homar’s Work
	Summary

	LA PLENA: MUSIC BECOMES A PICTURE
	Tomás Blanco and his Writings about Plena Music
	The Origins of Plena Music
	The Portfolio Las Plenas
	Leopoldo Méndez and his Incidentes melódicos, a Primer for Las Plenas
	Homar and the Plena Song El Obispo de Ponce (The Bishop of Ponce)
	Summary

	EL OBISPO DE PONCE ACCORDING TO LORENZO HOMAR
	Homar’s Compositional Style
	The Bishop
	The Churchgoers or Townfolk
	Summary

	CONCLUSION
	LIST OF REFERENCES
	Babín, María Teresa. 1999. La cultura de Puerto Rico: introducción. San Juan de
	Belaval, Emilio S., and Luis Rafael Sánchez. 1977. Los problemas de la cultura
	Blanco, Tomás. 1973. Prontuario histórico de Puerto Rico. San Juan: Instituto de
	Brill, Mark. 2011. Music of Latin America and the Caribbean. Boston, MA: Prentice
	Brown, Jonathan, Bonaventura Bassegoda i Hugas, and Diego Velázquez. 2008
	Cloulas, Ivan. 1989. The Borgias. New York: F. Watts.
	Cosío Villegas, Daniel. 1994. Historia mínima de México. México, D.F.: El Colegio de
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