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ABSTRACT 

Tonalá Bruñida, or “Tonalá Burnished,” ware is an Indigenous Mexican ceramic ware whose 

production has remained largely consistent from the late colonial period to today. As part of 

Spain’s extensive colonial maritime trade network, Tonalá Bruñida ware was a prolific luxury 

commodity among the upper socioeconomic classes of Spain during the colonial period. Today, 

the ware is produced mostly in forms that are marketable to tourists and collectors, marking a 

trend in the commodification of this Indigenous product by western audiences throughout time. 

This connection merits inquiry as it pertains to a broader understanding of colonialist oppression 

and the paradoxical fetishization of certain “New World” aesthetics which followed. Beyond its 

position as an object of economic consumption and aesthetic desire, Tonalá Bruñida ware was 

also an object of dietary consumption among wealthy colonial-period European women. This is 

an example of geophagy, or earth-eating, a nutritional practice that exists globally in both historic 

and modern contexts. The ware was shipped in both whole-vessel form and in bags of broken 

sherds from Mexico to Spain for this purpose. This resulted in its prevalence across 18th century 

commercial Spanish shipwreck contexts throughout the Caribbean and the Gulf of Mexico.  

Using a combination of oral history, pedestrian survey, archaeometric, and traditional 

ceramic analysis methods, this thesis investigates the nutritional and cultural values associated 
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with the intersection of Tonalá Bruñida ware as Spanish colonial material culture and as an 

object of geophagy. These efforts represent novel anthropological research on the ingestion of a 

finished ceramic product, illuminating an underexplored dimension of folk medicine. Taken with 

the understanding that Tonalá Bruñida ware geophagy was stigmatized in its discrete time and 

place, this thesis also aims to more fully grasp the methods by which upper class Spanish women 

consumed Tonalá Bruñida ware and their intentions in doing so in relation to its continued 

practice in Mexico today. 
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Chapter 1: Introduction 

1.1. Introduction 

 In the scholarly traditions of historical and Mesoamerican archaeology, ceramic analysis 

has long been a central tenant of the interpretation of the changing social and economic factors 

surrounding people in the past. Ceramics are nearly ubiquitous on archaeological sites due to 

their excellent rate of preservation in a variety of contexts, but they are a particularly useful tool 

for cultural interpretations because the production of ceramics imprints a wealth of cultural 

information in their physical forms. These combined factors make ceramics one of the richest 

and most significant texts in material culture studies.  

 This thesis utilizes a variety of methods to investigate Tonalá Bruñida, or “Tonalá 

Burnished,” ware as a lens through which the current scholarly understanding of the social and 

economic paradigms of Spanish colonial contexts may be reinterpreted and enhanced. Tonalá 

Bruñida ware is uniquely suited to these aims due to a variety of factors inherent to its 

commodification, commercial exchange, and consumption in the colonial period. Chapter 1 

reviews these factors to frame the following research questions in detailed context.  

1.2. Background: Contextualizing Tonalá Bruñida Ware 

Tonalá Bruñida ware (FIGURE 1) is a distinctive Indigenous Mexican ceramic product of 

the Tonalá region near Guadalajara, Jalisco. In addition to the more typical elements of its 

history, including its distribution as a luxury good among European consumers and its enduring 

cultural importance in Tonalá, Tonalá Bruñida ware has an atypical history of ingestion by 

European women (Charlton and Katz 1979:53). This practice of eating clay and ceramic 

materials was stigmatized, yet relatively common, among women during the Spanish Golden 

Age (1492–1659). This stigmatization is demonstrated by the historic primary sources that 
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provide textual evidence for the existence of the practice, which often situate these reports within 

negative rhetorical frameworks (d’Aulnoy 1691:243–244; de la Mota Padilla 1870:43–44). 

Additionally, there are a variety of allusions to the practice in prominent literature of the period 

by authors such as Lope de Vega in El acero de Madrid and La Dorotea, Miguel de Cervantes in 

Don Quijote, and others (Rodríguez and Álvarez García 2019:59). The cultural practice of 

intentionally consuming clays and soils is referred to as geophagy by modern anthropologists 

and nutrition scientists (Henry and Cring 2013:180). The following brief review of Tonalá 

Bruñida ware as an historic commodity, as an object of geophagy, and as a point of 

archaeological inquiry frames the interrelated social and economic factors relevant to its past and 

present economic and geophagic consumption and outlines its preexisting discussion in 

archaeological literature. 

 
 

FIGURE 1: Tonalá Bruñida (Guadalajara polychrome) sherds, examples from the Historical 

Archaeology Type Collection (Florida Museum 2026). 
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1.2.1. Tonalá Bruñida Ware in History: Colonial Maritime Trade 

 Throughout European colonial history, both the maintenance of colonies and the export 

of profit-bearing goods and resources from the Americas – including Tonalá Bruñida ware – was 

facilitated through maritime transport. The Spanish Plate Fleets, named for their association with 

the distribution of Mexican and Peruvian silver, or plata (Hamilton 1929:439), are an example of 

this phenomenon.  

The primary function of the Plate Fleets was to transport large quantities of resources and 

commodities to mainland Spain from their colonies in the Americas (Smith 1988:406). The 

operation of this intricate trade network was facilitated by the Casa de Contratación, or house of 

trade, a ministry of commerce controlled by the Crown that operated out of Seville, and later, 

Cadiz (Skowronek 1984:6). On their departing voyage, these fleets carried resources sent by the 

Spanish Crown to maintain their colonies across various sites throughout the Americas, including 

key ports such as Veracruz and Havana and military outposts such as St. Augustine (Skowronek 

1984:19). They also facilitated the trade of European, Asian, North American, Central American, 

South American commodities between colonial outposts throughout the Gulf and the Caribbean 

(Skowronek 1984:10). This trade network is the reason that Mexican ceramics like Tonalá 

Bruñida ware exist in colonial contexts of the Americas and Caribbean outside of Mexico, 

including Florida and Cuba (Deagan 1987:46). A selection of Tonalá Bruñida artifacts found in 

St. Augustine have been analyzed for this thesis to facilitate comparisons between artifacts 

deposited in terrestrial versus maritime contexts.  

 On their return voyage, the purpose of the Plate Fleets was to deliver luxury 

commodities and resources extracted from the Americas and Asia to mainland Spain, primarily 

for purchase by wealthy Spaniards (Skowronek 1984:12). Goods from Asia were acquired 
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through the Manila Galleon trade, which connected the Mexican port of Acapulco to Spanish 

colonies in the Philippines (Giraldez 2015:11). The Manila Galleon trade facilitated the exchange 

of large quantities of Mexican and Peruvian silver for goods such as “ginger, cowrie shells, silks, 

crepes, velvets, taffeta, damasks, rugs, fans, jewelry, ivory, pearls, sandalwood, spices, drugs, 

cottons and porcelains” (Skowronek 1984:10). These goods were then brought to the port of 

Veracruz, and the Plate Fleets closed the loop by bringing these and other rare goods from across 

Spain’s outposts in Mexico, South America, and the Caribbean to the mainland (de Bry 1995:50).  

 As the vehicles that delivered profits and profit-bearing resources to the Crown, any loss 

of vessels associated with the Plate Fleets was gravely devastating to the Spanish Empire and its 

economic prospects. One of the most significant wrecking events associated with the Plate Fleets 

was in 1733, in which 23 vessels departed Havana for Cadiz on 13 July and wrecked along the 

Florida Keys due to a hurricane just two days later (Skowronek 1984:23,25). The 1733 Fleet 

vessels were laden with luxury goods, including “gold, silver, copper, indigo, vanilla, ceramics, 

sugar, chocolate, cochineal, dyewoods, cocoa, hides, tobacco, drugs, coffee and Chinese paving 

stones and porcelains” (Skowronek 1984:23). Among these goods was a large quantity of Tonalá 

Bruñida ware.  

For its significant ties to Spanish colonial history and for its rich assemblage of desirable 

“treasure” goods, these wrecks received ample attention in both scholarly literature and the 

popular press. This led to their frequent disturbance by salvors since the first discovery of one of 

the fleet’s ships in the 1940s (Skowronek 1984:25). This disturbance is a reality that impacted 

the Tonalá Bruñida collections analyzed in this thesis. Further context on the discovery and 

salvage of the 1733 Fleet wrecks and other Floridian shipwreck sites as they relate to this 

analysis are detailed in Chapter 6. 
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1.2.2. Tonalá Bruñida Ware Geophagy 

Many primary source historic references to Tonalá Bruñida ware indicate that the 

borderline fetishistic esteem in which colonial-period European women held it may have helped 

to develop their desire to ingest it. During the height of its demand, the extensive exportation of 

Tonalá Bruñida ware to Spain was undertaken with the understanding that the ware was 

“’created for the ladies who enjoy drinking the water and eating the clay’” (Newman 2014:178). 

This suggests two things: first, that those involved in the production and distribution of Tonalá 

Bruñida ware in the late colonial period recognized the geophagic intention of many of their 

consumers, despite the contemporary conception of clay-eating as an addiction requiring 

treatment (Morley 1945:166). Second, it alludes to the diverse methods by which Tonalá Bruñida 

ware may have been consumed among Spanish women. Historic primary sources and literature 

do refer explicitly to the idea of Spanish women “eat[ing the] clay” itself (Morley 1945:166; 

Charlton and Katz 1979:52). However, Tonalá Bruñida ware geophagy may have also occurred 

through the consumption of water that had previously been stored within Tonalá Bruñida vessels 

(Newman 2014:178). Tonalá Bruñida ware is produced with a distinctive slip which, according 

to Charlton and Katz (1979:48), Tonalá artisans in the late 1970s considered to be its most 

important feature. They report that this slip is “the source of an aromatic fragrance, much like 

that of the earth after a rainstorm, associated with the ware when it is used to hold water” 

(Charlton and Katz 1979:48). This fragrance is key to the historic conceptualization of Tonalá 

Bruñida ware as an object of geophagy and is connected to its appreciation among the nobility of 

colonial Spain. The social and economic paradigms reflected by these consumption histories of 

Tonalá Bruñida ware are explored in Chapter 2 as they relate to other key commodities of the 

time period, and they are further elaborated as a reflection of greater attitudes toward the 
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selective consumption of Indigenous goods and cultural ideas that was characteristic of the 

Spanish colonial conquest.  

Regardless of the method by which it was consumed, the geophagy of Tonalá Bruñida 

ware is singular among other known instances of geophagy for its focus on a fully formed 

ceramic product, though some note that its clays are consumed in both raw and fired forms 

(Vázquez Rodríguez 2024). It is understood that Tonalá Bruñida ware was consumed by Spanish 

women for its “beneficial cosmetic and medicinal purposes” (Newman 2014:178). Consuming it 

was thought to lead to a pallor of the complexion that was desirable according to the beauty 

standards of the period (Rovira and Gaitán 2010:67). An iconic line from Lope de Vega’s 

comedy El Acero de Madrid reflects the association between clay consumption and a pale or 

“sickly” appearance: “Niña del color quebrado / o tienes amor, o comes barro [Girl of the pallid 

complexion / either you are in love, or you eat clay]” (Rovira and Gaitán 2010:68, translation by 

author). 

Despite the wealth of evidence for its intentional practice among women in colonial 

Spain, there is limited scholarly work that explores the geophagic consumption of Tonalá 

Bruñida ware, and with the exception of some Spanish-language literature (Franquelo et al. 

2001; Rovira and Gaitán 2010; García Rodriguez and Álvarez García 2019), and it generally 

fails to inquire deeply about the cultural values or nutritional benefits/detriments associated with 

this practice. Still, reviewing existing studies of geophagy provides a useful framework for 

approaching this aspect of Tonalá Bruñida ware consumption in a more pointed manner and 

assists in the formation of hypotheses related to its cultural and/or nutritional valuation.  

 In their review of anthropological perspectives on geophagy, Jacques M. Henry and F. 

Daniel Cring (2013:181) define the practice as the consumption of soils or clays that is 
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“…deliberate and culturally sanctioned;” this is the key factor which distinguishes it from 

disordered forms of non-food consumption, such as pica. Pica is understood as “the intentional 

ingestion of culturally determined ‘nonfood’ substances” (Placek 2017:238). Pica is considered a 

pathological behavior because of its deviance from the greater cultural norm; in contrast, 

geophagy involves the normative and communal practice, or enculturation, of a specific iteration 

of soil consumption by a particular cultural group or subgroup. It is through this process of 

enculturation, which involves the selection of specific soils as the target consumables and 

sometimes additional processing through purification, portioning, or even cooking, that soils are 

“converted” into a food object in a given cultural context (Henry and Cring 2013:181–182). 

Cross-culturally, the demographics that most commonly engage in geophagy include “[pregnant] 

women, rural dwellers, [and] members of ethnic and racial minorities in western societies” 

(Henry and Cring 2013:182–183). 

 Scientific accounts of geophagy have identified two main hypotheses about its role in the 

diet, outside of its occasional manifestation as a hunger-mitigating strategy during famine 

(Laufer 1930:111–125). One of these is the resolution of mineral deficiencies (Henry and Cring 

2013:192), best exemplified by the adaptive link between pregnancy and geophagy in many 

populations. Key examples of this link exist among Sub-Saharan African populations, in which 

pregnant women often consume clays from termite mounds (Hunter 1993). The clays found in 

these mounds typically boast a high mineral content owing to the co-occurrence of termite feces 

and fungal colonies, making them useful as a nutritional supplement during pregnancy (Hunter 

1993:73). Experiments that simulate human digestion of these termite clays have demonstrated 

that they can supply a variety of necessary minerals, including calcium, iron, and zinc, to the 
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mother (Momoh et al. 2013) and/or gestating fetus (Hunter 1993) in nutritionally significant 

quantities.  

  In other cultures, geophagy has been demonstrated to neutralize the negative effects of 

toxic plant compounds that are harmful to the digestive systems of adults and fetuses alike. The 

consumption of geophagic clays may be necessary to mitigate the negative health impacts of 

these toxins while maximizing caloric intake, especially for pregnant women living with limited 

choice regarding the consumption of toxic or quasi-toxic plant foods (Allport 2010:16). An 

example of this type of geophagy exists among communities living in the Andes mountains as a 

manner to safely consume toxic wild potatoes. Market vendors in these areas sell these potatoes 

alongside a “dip” comprised of a clay and water slurry. By dipping boiled wild potatoes into this 

slurry before each bite, both the bitterness and toxicity of this staple food source are neutralized 

(Allport 2010:20). 

When approaching the study of both historic and modern geophagy of Tonalá Bruñida 

ware, both hypotheses are considered as possible nutritional factors that motivated this practice 

among women in colonial Spain. However, it is notable that in most recorded instances of 

geophagy, its practice is associated with poverty, a fact that contributes to its stigmatization in 

western medicine (Henry and Cring 2013:186). Because Tonalá Bruñida ware was a luxury good 

in late colonial Spain available primarily to the upper socioeconomic classes (Charlton and Katz 

1979:52), it is less likely that the women who ingested it were under dietary distress from a lack 

of minerals or non-toxic food sources. Therefore, it seems more likely that the ingestion of 

Tonalá Bruñida ware may have served a different dietary and/or cultural purpose among these 

upper-class women. This is yet another distinction in the case of Tonalá Bruñida ware’s 

geophagic consumption which indicates that it merits further inquiry. 
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1.2.3. Tonalá Bruñida Ware in Archaeology: Naming Conventions and Type Description 

Due to its prevalence across maritime and terrestrial sites of the colonial period, Tonalá 

Bruñida ware has been discussed by a wide variety of scholars during many phases of the 

development of historical archaeology as a discipline. A wide variety of names have been used to 

refer to Tonalá Bruñida ware across this literature. In Artifacts of the Spanish Colonies of Florida 

and the Caribbean, Deagan (1987) attempts to synthesize the body of scholarship in which 

disparate typological definitions of Tonalá Bruñida ware have been presented through the years. 

She includes the breadth of names this ware has been called across the history of its appearance 

in archaeological literature, including “Mexican Type-A,” “Aztec IV,” “Aztec Black Decorated 

Redware,” “Tonalá ware,” “Tonalá Bruñida ware,” and finally, “Guadalajara Polychrome.” The 

latter is the name that Deagan prefers, and it is the term that most other American historical 

archaeologists use (Deagan 1987:45).  

Deagan (1987:45) opts not to use the term “Tonalá ware” because of its reported 

association with a separate ware that bears a lead glaze. Instead, she favors “Guadalajara 

Polychrome” because it is most similar to “losa de Guadalajara” and “búcaros de Guadalajara,” 

the names used to refer to the ware on the ship registry of El Nuevo Constante (Deagan 1987:45). 

However, this thesis uses the term “Tonalá Bruñida ware” following the terminology proposed 

by Charlton and Katz (1979). This term references the ware’s actual place of origin (Tonalá, not 

Guadalajara), separates it from “Tonalá ware” by signaling that it is burnished (Bruñida) rather 

than glazed, and ties its historic form to its modern-day counterpart, which Tonalá artisans call 

barro bruñido, or “burnished clay.”  

In describing the compositional and aesthetic characteristics of Tonalá Bruñida ware, 

Deagan says the following:  
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The ceramic in question has a thin, compact body of cream, tan, or gray paste. The 

surface is often covered with a thin buff-colored slip, which is then painted with 

geometric and floral designs in rust, red, brown, gray, and black, and finally polished to a 

high sheen. (Deagan 1987:44–45) 

 

Alongside this definition, she points out the historic significance of Tonalá Bruñida ware as an 

object of geophagic consumption (Deagan 1987:45). She notes that it is typically found in 

Floridian contexts dating after 1650, stating that its peak fluorescence on these sites is during the 

first half of the 18th century, “when the pottery was being exported in some quantity from 

Mexico” (Deagan 1987:45–46). Regarding this export history, she describes its presence on El 

Nuevo Constante and on the 1715 and 1733 Plate Fleet wrecks, noting that Tonalá Bruñida ware 

comes in a wide variety of forms including “bowls, lidded bowls, and novelty figurines” (Deagan 

1987:46), with the most common form being the collared bowl described by Charles E. Pearson 

and Paul E. Hoffman (1984:194) in their report on the investigation of El Nuevo Constante. 

Finally, Deagan recognizes the continued production of Tonalá Bruñida ware in modern Tonalá, a 

facet of its history that is detailed by Charlton and Katz in their seminal article, “Tonalá Bruñida 

Ware: Past and Present” (1979). 

In that article, Charlton and Katz describe both historic and modern Tonalá Bruñida ware 

as thin and fragile, obtaining its “brilliant gloss” not from glazing, but rather from slipping and 

meticulous burnishing (Charlton and Katz 1979:46). The ware is fired for only a short time at 

low temperatures as indicated by the dark core present in many of the archaeologically recovered 

sherds (Charlton and Katz 1979:46). The untempered paste used to produce both historic and 

modern Tonalá Bruñida vessels is a mixture of two types of clay local to the region. Existing 

ethnographic research notes that the depletion of higher-quality clays in local mines is a main 

contributing factor to the increasing thickness of the ware, a key element which distinguishes 

modern examples from their historic counterparts (Charlton and Katz 1979:47). 
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 Another key difference between historic and modern Tonalá Bruñida ware is the wider 

variety of vessel forms employed in its modern production (Charlton and Katz 1979:47). 

Although Tonalá Bruñida ware has long been considered a luxury good and produced in a 

variety of decorative forms throughout the majority of its existence (Charlton and Katz 1979:52), 

perhaps the most common historic use for Tonalá Bruñida ware was water storage. The ware’s 

naturally high porosity accelerates the rate of evaporation, keeping water stored within it cool 

(Charlton and Katz 1979:47). Therefore, historic Tonalá Bruñida vessels most commonly appear 

in forms used for the storage and service of food and drink (Charlton and Katz 1979:47), 

although a notable quantity of decorative forms such as figurines have also been recovered from 

historic contexts (Pearson and Hoffman 1984:190–192). 

 Perhaps the most emblematic form of Tonalá Bruñida ware as it appears in popular 

culture is the búcaro, a vessel type that is both decorative and utilitarian. The term búcaro is 

defined in Tesoro de la lengua castellana o española, the first major dictionary of the Spanish 

language, in the following manner: 

BUCARO, type of vase of a certain colored earth … because in shape it is rounded and 

swollen, they call it búcaro from bucca, meaning puffed cheek, or it may derive from the 

Greek noun βουκαρος (boukaros), meaning ox horn, because in its beginnings it had the 

form of horns … Of this clay they say that ladies eat it, either to dull their complexion or 

out of a vicious craving; and this causes the clay and the earth to consume them in the 

very flower of their youth. (Covarrubias Orozco 1611:155, translation by author). 

 

Here, it becomes clear that its association with geophagy is a defining factor that separates the 

búcaro from other decorative service wares and vessel forms. Although búcaro forms have not 

generally been encountered in targeted archaeological surveys of Tonalá Bruñida assemblages 

(Charlton and Katz 1979; Pearson and Hoffman 1984), evidence of their existence in Europe 

during the colonial period and their appreciation among noblewomen is provided by their 

depiction in several iconic oil paintings of the Spanish Golden Age. Most notable among these 
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are Las Meninas by Diego Velázquez (1656), seen in Figure 2, and Doña Juana de Mendoza, 

duquesa de Béjar, con un enano by Alonso Sánchez Coello (c. 1585), seen in Figure 3. Both of 

these paintings depict Tonalá Bruñida búcaros being employed as high-end serving ware and as 

objects of fancy among female members of Spanish nobility (Rodríguez and Álvarez García 

2019:59).  

 

FIGURE 2: Las Meninas (1656), Diego Velázquez. The painting depicts Princess Margaret 

Theresa of Austria (center) being waited on by two meninas, or ladies-in-waiting. Margaret 

Theresa is holding a búcaro in her right hand (Wikimedia Commons 2012). 
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FIGURE 3: Doña Juana de Mendoza, duquesa de Béjar, con un enano (c. 1585), Alonso Sánchez 

Coello. The painting depicts Juana de Mendoza, duchess of Béjar, receiving a búcaro 

(Wikimedia Commons 2015). 
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In modern times, Tonalá Bruñida ware’s utilitarian value is more thoroughly 

deemphasized, and a marked upward trend in its decorative use is notable in the increased 

production of a wide range of non-utilitarian, mostly non-traditional forms, including figurines, 

light fixtures, and even Christmas ornaments (Charlton and Katz 1979:47). These non- 

utilitarian forms are most marketable to tourists and collectors hailing primarily from the United 

States and other western countries (Charlton and Katz 1979:47).  

1.2.4. Tonalá Bruñida Ware in Archaeology: Temporal Contextualization 

A discussion of the date range currently ascribed to archaeological contexts in which 

Tonalá Bruñida ware is found helps to characterize its perception in the relevant archaeological 

literature. As suggested by Charlton and Katz (1979:45), Deagan (1987:45) assigns Tonalá 

Bruñida ware a date range of circa 1650–1800. This date range in the context relevant to 

Deagan’s work is appropriate since Tonalá Bruñida ware would not have existed in Florida or the 

Caribbean in large quantities before it was mass-exported through Spanish maritime trade 

networks. However, Deagan (1987:46) also references Charlton and Katz when she states that a 

similar date range of circa 1650–1810 applies to Mexican contexts. Issue is taken with the broad 

application of the 1650–1810 date range in Mexican contexts, and a detailed argument against 

this date range is provided in Chapter 7. However, the Tonalá Bruñida ware naming conventions 

and typological descriptions discussed above are the factors that are most relevant to the 

formulation and investigation of the following research questions. 

1.3. Research Questions 

 This thesis aims to expand the archaeological understanding of Tonalá Bruñida ware as 

both an artifact and as a modern artisan tradition, taking the factors that coalesce around its 

consumption as a focal point of inquiry. Two modes of Tonalá Bruñida ware consumption are 
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considered: its commodification, or economic consumption, and its ingestion, or geophagic 

consumption. The following research questions are designed to investigate each of these modes 

of consumption independently, but also to shed light on the relationships between them. 

Additionally, both modes of Tonalá Bruñida ware consumption are investigated in both past and 

present contexts, often with more than one research method. The research questions that guide 

this thesis are as follows: 

1. What cultural values are inherent to the consumption of Tonalá Bruñida ware? 

a. What role did Tonalá Bruñida ware consumption serve in elite Spanish colonial 

society? 

b. What role does Tonalá Bruñida ware consumption serve in modern Tonalá? 

i. Does Tonalá Bruñida ware geophagy occur in Tonalá? 

2. What is the nutritional value of Tonalá Bruñida ware? 

a. How might the elements present in Tonalá Bruñida ware serve the nutritional 

needs of pregnant individuals? 

b. Is there a detectable elemental difference between Tonalá Bruñida sherds 

deposited in terrestrial and maritime contexts? 

3. How does a ceramic form analysis of Tonalá Bruñida ware collections recovered from 

18th century shipwrecks inform its function and valuation in colonial period Spain?  

a. What may be inferred about the intended functions of Tonalá Bruñida ware 

marketed to these consumers? 

i. What do these functions reveal about the social significance that Tonalá 

Bruñida ware held for these consumers?  
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Question 1 is concerned with the sociocultural factors that have informed the consumption of 

Tonalá Bruñida ware as a commodity in both past and present contexts. However, given that the 

commodification of Tonalá Bruñida ware is inextricably related to its use in geophagy, both of 

these modes of consumption are considered in past and present contexts using historical and oral 

history research methods. Question 2 focuses on the dietary impacts of the geophagic 

consumption of Tonalá Bruñida ware. These dietary impacts are investigated through the use of 

portable x-ray fluorescence (pXRF) analysis of a select number of sherds from various contexts, 

including one 18th century Spanish shipwreck, a terrestrial Spanish colonial context, and one 

modern Tonalá Bruñida ware sample. Additionally, Question 2 explores the reliability of 

interpreting the comparative nutritional profiles of these artifacts given their varied depositional 

contexts. Finally, Question 3 is directed to the investigation of the valuation of Tonalá Bruñida 

ware among 18th century consumers through intensive form and function analysis of collections 

from 18th century Spanish shipwreck sites.  

1.4. Justification 

The existing archaeological research on Tonalá Bruñida ware largely ignores its 

prevalence in maritime contexts. Due to this, much of the significance of this thesis lies in its 

prioritization of maritime assemblages from 18th century shipwrecks – specifically, the 1733 

Spanish Fleet wrecks (Marken 1991:340) and the Pillar Dollar Wreck (McKinnon 2016) – that 

feature Tonalá Bruñida ware in several modes of its analysis. These maritime assemblages are 

particularly suited to the research aims of this thesis for several reasons. By nature of their 

shipwreck context, these maritime assemblages represent a collection of Tonalá Bruñida ware 

sherds that are definitively identifiable as destined for consumption in Europe. In combination 

with historical and oral history data, this ceramic data allows for the direct interpretation of the 
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intended functions of Tonalá Bruñida ware as marketed to wealthy European consumers, 

increasing the strength of this thesis as a case study of the commodification of an Indigenous 

good in western society in both the past and present. Drawing connections between the modes of 

commodification of Tonalá Bruñida ware in the past and present is also particularly significant 

due to the ware’s precarious state as a threatened cultural tradition.  

In addition, western medical practitioners and scientists have long identified the practice 

of geophagy as a pathology requiring treatment (Henry and Cring 2013:186–187). However, in 

reality, various modes of geophagy across global cultures have been demonstrated to provide a 

host of quantifiable nutritional benefits. This thesis serves as a contribution to the growing body 

of literature which criticizes the immediate identification of geophagy as a pathology. 

Significantly, the great majority of these previous studies have focused on more common 

iterations of geophagy, including the consumption of various “raw” clays, soils, or chalks (Laufer 

1930; Dickins and Ford 1942; Hertz 1947; Loveland et al. 1989; Johns and Duquette 1991; 

Hunter 1993; MacClancy et al. 2007; Allport 2010; Lin et al. 2014; Young 2011; Momoh et al. 

2013; Young and Miller 2019; Malebatja et al. 2024; Mafe et al 2025). As such, this study 

represents novel interdisciplinary and multidisciplinary research on the geophagic ingestion of 

fired clay in the form of complete ceramic vessels involving archaeological, archaeometric, and 

oral history methods.  

1.5. Theoretical Frameworks 

Although the geophagic consumption of Tonalá Bruñida ware is only one point of inquiry 

relevant to this thesis, a brief discussion of the theoretical frameworks that have informed this 

portion of research is most pertinent because of the potential sensitivity of this subject matter to 

currently practicing populations. Due to the stigmatized nature of geophagy in western medicine, 
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theories of ethnomedicine are employed to evaluate, contextualize, and critique the study of this 

phenomenon across global cultures. Relying on the researcher’s ability to obtain a perspective 

emic to the study population, studies in ethnomedicine aim to assess the medical and/or health-

related ideas that are permeated throughout a society via enculturation (Quinlan 2022:318). As a 

further goal, the field of ethnomedicine broadly seeks to facilitate “medical translation,” or the 

cross-cultural comparison of health-related beliefs and practices on a global scale (Quinlan 

2022:318).  

This thesis on Tonalá Bruñida ware geophagy acts as a case study that contributes to 

ethnomedical literature, building upon the field’s pluralistic understanding of health and 

wellness. It approaches the study of Tonalá Bruñida ware geophagy without attaching stigma to 

the practice, seeking to identify nutritional benefits and/or health risks based upon the data that 

are gathered. Further discussion of these and other theoretical frameworks is found in Chapter 3.  

1.6. Methodology 

This thesis combines a variety of methods to answer its divergent set of research 

questions. Background research entails a thorough review of primary and secondary sources in 

both English and Spanish. The intent of this process is to understand the presence and function of 

geophagy in both Tonalá and Spain, as well as the cultural milieu that historically framed the 

production, distribution, and consumption of Tonalá Bruñida ware in general. The present thesis 

builds upon these references to further characterize the cultural and nutritional dimensions of 

Tonalá Bruñida ware geophagy in a manner which is inclusive of its iterations in modern 

Mexico. Beyond this contextualization, the literature review also focuses on a continued 

exploration of other prominent instances of geophagy in societies across the globe with the 
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intention of illuminating additional hypotheses related to the function of Tonalá Bruñida ware 

geophagic consumption. 

Some of the research aims of this thesis are met by analyzing oral history and other 

pedestrian survey data collected during a Summer 2024 research trip to Tonalá using standard 

qualitative analyses. During that trip, a variety of data and samples were collected that are 

synthesized in a broader characterization of the cultural nuances involved in Tonalá Bruñida 

ware’s economic and geophagic consumption. Those methods include survey of production 

centers, marketplaces, and public displays of the ware including the Museo Nacional de la 

Cerámica, or National Ceramic Museum, in Tonalá; oral history interviews with modern Tonalá 

Bruñida ware artisans; and many informal interviews with Tonalá citizens connected to the 

ware’s production. All of these endeavors help to paint a picture of the physical and cultural 

landscape of Tonalá Bruñida ware production and local distribution. This work also aids in the 

contextualization of Tonalá Bruñida ware as an enduring product of cultural significance to the 

people of Tonalá.  

In further support of this thesis’s nutrition-oriented research questions, Tonalá Bruñida 

ware sherds from existing maritime and terrestrial collections were analyzed using pXRF, which 

provides data on the elemental composition of materials (Knappett et al. 2011:221). The 

resulting data are evaluated to assess implications for the nutritional value of Tonalá Bruñida 

ware and to inquire about whether its contextual deposition impacts the elements that are 

detectable within the ceramic matrix. As previously stated, the chemical characterization of 

Tonalá Bruñida sherds from shipwreck assemblages is particularly important because this 

context is evidence that these specific wares were intended for consumption by the upper-class 

Spanish populations that engaged in this geophagy. Overall, this analysis aids in characterizing 
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the nutritionally relevant elements that are present in these Tonalá Bruñida sherds and clays. This 

provides grounds for the preliminary interpretation of Tonalá Bruñida ware’s potential value as a 

mineral supplement. 

Finally, traditional ceramic artifact analysis was performed on Tonalá Bruñida sherds 

from relevant shipwreck collections. Form analysis was prioritized for its ability to illuminate the 

intended function of Tonalá Bruñida wares for the colonial Spanish consumers that they were 

destined to reach. This artifact analysis is also essential for providing the baseline data that 

informs an improved understanding of Tonalá Bruñida ware’s place in 18th century colonial 

culture and economy and to produce a robust assessment of its characteristics as an 

archaeological ceramic type, serving to address a significant gap in the literature on this ware.  

1.7. Structure of Thesis 

 This thesis is organized into seven chapters. Chapter 1 provides a summary of 

background information relevant to the thesis, outlines research questions, briefly reviews the 

methods used to approach them, and provides a justification for the research conducted. Chapter 

2 reviews the history of Tonalá Bruñida ware consumption through colonial Spanish trade 

networks, situating this history in the socioeconomic context of the colonial period and 

reckoning with its inherent ties to other highly valued trade commodities such as chocolate. 

Chapter 3 reviews preexisting literature on global instances of geophagy and provides a 

discussion of the theoretical frameworks that inform the ethical considerations relevant to the 

conduction and dissemination of the more sensitive aspects of this thesis, including geophagy 

and its investigation through oral history methods. Chapter 4 reviews the three primary data 

collection and analysis methods employed to answer this thesis’s research questions – oral 

history and pedestrian survey, pXRF analysis, and ceramic artifact analysis – in detail, aiming to 
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outline the strengths and weaknesses of each mode of data collection. Chapter 5 presents and 

analyzes the themes derived from oral history and pedestrian survey methods with the aim of 

contextualizing the current cultural paradigms relevant to the economic and geophagic 

consumption of Tonalá Bruñida ware in the present day. Chapter 6 analyzes data gathered from 

pXRF and ceramic analysis methods, discussing their implications for the investigation of the 

nutritional and cultural values associated with Tonalá Bruñida ware consumption. Finally, 

Chapter 7 synthesizes the results of all three modes of analysis, discusses the broader field 

implications of these findings, and presents an argument for revising the date range assigned to 

archaeological contexts in which Tonalá Bruñida ware is found.
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Chapter 2: History 

2.1. Introduction  

The aim of this history chapter is to contextualize the social and economic roles of Tonalá 

Bruñida ware distribution and consumption during the colonial period. First and most 

importantly, the process entails a discussion of the ample references to ritual Tonalá Bruñida 

ware geophagic consumption within the historic record. This documentary evidence is then 

further discussed in relation to the cacao trade as it existed within the greater system of Spanish 

colonial commodity distribution. The intimate connection between Tonalá Bruñida ware and the 

cacao trade is further illuminated by discussion of their dual presence in a prominent Spanish 

still life painting of the 17th century.  

Each of these lines of historic evidence leads to a series of conclusions about the place of 

Tonalá Bruñida ware in the economic and social life of the upper social classes of Spain between 

the 15th and 18th centuries. The fascination with – and often, paradoxical disdain for – the ritual 

consumption of Tonalá Bruñida ware is explored as a facet of the affection for collecting exotic 

goods and eccentricities which was so prominent among wealthy Europeans of the age. 

Ultimately, it is argued that in all its literal and metaphorical modes, the economic and geophagic 

consumption of Tonalá Bruñida ware may be read as a manifestation of the subjugation, 

domination, and forced assimilation of othered Indigenous cultures by their European colonial 

oppressors.  

2.2. Evidence and Perceptions of Tonalá Bruñida Ware Consumption in the Historic 

Record 

 A large number of definitive references exist in the historic record which demonstrate that 

Tonalá Bruñida ware geophagic consumption not only existed in Europe during the colonial 
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period, but that it was in fact broadly known and discussed. While a full reproduction and 

analysis of every known mention of Tonalá Bruñida ware consumption is far outside the scope of 

this thesis, some of the most prominent and significant examples are discussed here for the dual 

purpose of demonstrating the historic existence of this practice and for analyzing its perception 

by those who wrote about it. 

 Perhaps the best-known evidence of Tonalá Bruñida ware consumption in the historic 

record comes from Matías de la Mota Padilla, a Guadalajara-born Mexican government official 

and historian who lived from 1688–1766 (Universidad de Guadalajara 2025). A lawyer, mayor, 

and prominent local official, de la Mota Padilla was heavily invested in the history and civic 

operation of the city of Guadalajara, even formally requesting that the governor of the state of 

Nueva Galicia establish the University of Guadalajara to support the education of its citizens 

(Universidad de Guadalajara 2025). His major historical work was finished in 1742 but remained 

unpublished for many years after his death (Universidad de Guadalajara 2025). It is from this 

positionality that he wrote one of the best-known historic passages documenting the historic 

consumption of Tonalá Bruñida ware, reproduced here: 

Tiene Tonalá minas de un barro tan especial, que en todo el mundo no lo hay semejante, 

y por eso en todo él son muy estimados sus búcaros, tinajas, cántaros, alcarrazas, 

tibores, picheles y diversas figuras de animales, grandes y pequeños, tan pulidos y 

perfectos, que en muchas partes de la Europa las señoras los traen por dijes, tan suaves 

al olfato y gusto, que se aplican por lo común las mujeres á comer dicho barro, que en 

polvo suelen cargar en cajuelas, por lo que aun quebrada la loza la venden por arrobas 

en Jalapa, Veracruz y Acapulco; estímase en mas que el cristal, loza China, de Pantaba, 

y mas que los búcaros de Alcorza, esto es, que los muy delicados … y si se les echa agua 

á las tinajas y mas en tiempo de verano, despiden tal olor, que incita á las mujeres á 

comer tierra, y á los hidrópicos á beber; y esto mismo sucede en Guadalajara, en los 

primeros aguaceros, con los que rociada la tierra despide olor semejante. (de la Mota 

Padilla 1870:44) 

 

Tonalá has mines of a clay so special that in all the world there is none similar, and 

because of that, above all others its búcaros, fermentation jars, pitchers, jars, chamber 

pots, jugs, and diverse animal figures, large and small, so polished and perfect, that in 
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many parts of Europe women carry them as charms, so pleasant to the sense of smell and 

taste, that it is very common that women often apply themselves to eat this clay, that in 

powdered form they carry it in small boxes, that even that which is already broken of the 

ware is sold by the arroba (a historic measure of weight) in Jalapa [sic], Veracruz and 

Acapulco; it is more esteemed than crystal, than Chinese wares, of Pantaba, and more 

than the búcaros of Alcorza, the very delicate things are … and if one pours water into 

the jars and other forms in the time of summer, they give off such a smell, that it incites 

women to eat earth, and the dropsical to drinking; and this same thing happens in 

Guadalajara, in the first downpours, which when sprinkling the earth gives off a similar 

smell. (de la Mota Padilla 1870:44, translation by author) 

 

Here, flanked by the historical stories of the conquest of Guzmán (de la Mota Padilla 1870:43–

44) and of the founding of a Franciscan order of monks as an administrative party in Guadalajara 

(de la Mota Padilla 1870:44), de la Mota Padilla recounts the existence and modes of practice 

related to Tonalá Bruñida ware consumption in Europe and, albeit less directly, in Guadalajara. 

He describes women in Europe not only eating pieces of Tonalá Bruñida clay but also wearing 

them as charms, and interestingly, indicates that the ware was so desired that vessels that were 

already broken were still shipped to Europe – possibly for the express purpose of being 

consumed or worn in the fashion described. De la Mota Padilla also describes the pleasant smell 

of Tonalá Bruñida ware that is activated by pouring water into the vessels, and he directly states 

that this smell is what incites the women to “eat earth,” and moreover, “the dropsical to 

drinking” (de la Mota Padilla 1870:44). “Dropsical” is an historic medical term which is roughly 

equivalent to the modern term “edema” and describes a person who, either overall or in one part 

of their body, is swollen or inflamed (Merriam-Webster 2026).  

This association is particularly interesting given the correlation between the concept of 

opilación and Tonalá Bruñida ware geophagy to which other references allude. In this context, 

opilación refers to an internal blockage which results in the pallid aesthetic quality of the skin 

and body that, according to the medical knowledge of the sixteenth century, could be effectively 

achieved by the geophagic consumption of Tonalá Bruñida sherds (Rovira and Gaitán 2010:67). 
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Though the achievement of this pallor was likely the primary intended effect of clay 

consumption, the ensuing opilación was also considered by some to have a contraceptive effect, 

and it may have also been practiced with these aims in mind (Rovira and Gaitán 2010:67). 

De la Mota Padilla’s experience as a Guadalajara native and resident also allows him to 

draw a connection between the aroma produced by Tonalá Bruñida vessels and the similar effect 

brought about by rainfall on the soils surrounding Guadalajara from which Tonalá Bruñida clay 

is derived. This alludes to the idea that Tonalá Bruñida ware and/or clay consumption likely took 

place in and around Guadalajara as well. However, whether this practice was performed by 

Indigenous individuals, Spanish settlers, or both is not clarified.  

The possibility that de la Mota Padilla’s positionality as both a Guadalajara resident and 

civil authority figure drove him to exaggerate or inflate the international prestige of Tonalá 

Bruñida wares should be considered, especially given that he places its value and prestige over 

that of Chinese export porcelains which are known to have been highly sought after at the time 

(Voss 2012:48). However, such vivid and detailed description of not only the existence and 

prevalence of Tonalá Bruñida ware geophagy, but also the methods by which it was performed 

and the degree to which it was often coveted, are nevertheless valued as historic evidence that is 

highly significant to the proceeding historical analysis.  

Although de la Mota Padilla’s passage is among the best known, two other major 

references to Tonalá Bruñida ware and its geophagy in the historic record are worth mentioning. 

One of these was published in a popular encyclopedia as part of an article in which a Spanish 

traveler, Vicente Calvo, gave a description of the landscape and city of Guadalajara. On 2 June 

1850, Calvo wrote:  

…también es digno de mencionarse el monasterio de monjas de Santa María de Gracia, 

cuyas prácticas religiosas no son tan severas como en los demás establecimientos de esta 
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clase; hay muchas religiosas, las cuales viven separadas en sus celdas; trabajan, bordan 

y hacen dulces exquisitos; son primorosas para adornar con flores artificiales las piezas 

de barro de Tonalán [sic], como tinajas, cántaros, jarros, etc., destinados á mantener 

fresca el agua, darle un sabor y olor tan agradable y particular, que excita á beber, y aun 

á comer el barro de que están formadas las vasijas. (Calvo 1850:170) 

 

…it is also worth mentioning the convent of nuns of Santa María de Gracia, whose 

religious practices are not as severe as those in other establishments of this kind; there are 

many nuns, who live separately in their cells; they work, embroider and make exquisite 

sweets; they are skilled in adorning with artificial flowers the clay vessels of Tonalán 

[sic], such as fermentation jars, pitchers, jars, etc., intended to keep water cool, to give it 

a taste and smell so agreeable and particular, that it excites one to drink, and even to eat 

the clay of which these vessels are made. (Calvo 1850:170, translation by author) 

 

Here it is again notable that Tonalá Bruñida ware geophagy is associated with the smell produced 

by filling the vessels with water. Additionally, it is of interest that the women observed by Calvo 

as working frequently with and consuming Tonalá Bruñida ware ceramics were part of a 

religious order. This indicates that while the practice of geophagy is strongly correlated to 

pregnancy in many cultural settings (Hunter 1993; Lin et al. 2015), Tonalá Bruñida ware 

geophagy was also practiced by a population of women that were unlikely to have experienced 

pregnancy. 

Finally, perhaps the most controversial reference to Tonalá Bruñida ware geophagy in the 

historic record is a passage published by Madame Marie Catherine d’Aulnoy. A French 

noblewoman by her marriage to Baron Francois de la Motte d’Aulnoy, Madame d’Aulnoy was a 

popular writer in her own time. She was best known for her fairytales, although she was also 

revered as a “recorder of the exotic (i.e., [the] non-French)” (Disse 2005). In one of these exotic 

tales, published within the title Relación del viaje de España, d’Aulnoy wrote stories of her own 

travels to Spain, and controversially, “stories she had read or been told by others” (Disse 2005), 

most likely to enhance the entertainment value of her work. Given this, while the exact origin of 

this story likely cannot be definitively known, reproduced below is a passage from Relación del 
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viaje de España in which Madame d’Aulnoy recounted an experience of witnessing the 

geophagy of búcaros and arcilla sigelada, or “sealed clay,” as part of a royal chocolate service 

held by the princess’s court. Arcilla sigelada refers to the type of clay that is applied as a slip to 

Tonalá Bruñida ware and other búcaro vessels (Rovira and Gaitán 2010:58). 

Merendamos en casa de la princesa, presentándose sus doncellas, en número de 

dieciocho … Había allí [también] señoras de edad … Presentaron después el chocolate, 

cada taza de porcelana sobre un platito de ágata, guarnecido de oro, con azúcar en una 

caja de lo mismo. Había allí chocolate helado, otro caliente y otro con leche y huevos. Lo 

toman con bizcochos o panecillos tan secos como si estuviesen fritos, y que los hacen 

expresamente. Hay senoras que toman de todo y unas tazas tras otras seguidas … había 

varias que comían trozos de arcilla sigelada. Ya os he dicho que tienen una gran afición 

por esa tierra, que ordinariamente les causa una opilación; el estomago y el vientre se 

les hincha y se ponen duros como una piedra, y se las ve amarillas como las cañas. He 

querido probar ese alimento tan estimado y tan poco estimable; antes comería asperón.  

 

Si uno quiere agradarlas, es preciso darles de esos búcaros, que llaman barros; y a 

menudo sus confesores no les imponen más penitencia que pasar todo un día sin 

comerlos. Dicen que tiene muchas propiedades, que no tolera el veneno y que cura 

varias enfermedades. Tengo una gran taza de esa clase que contiene una pinta; el vino 

no vale nada bebido en ella, pero el agua resulta excelente; parece como si hirviese en su 

interior; por lo menos se la ve agitada y que tiembla … pero cuando se la deja allí un 

poco de tiempo, la taza se vacia sola, tan porosa es esa tierra, y huele muy bien.  

 

Nos dieron aguas muy bien preparadas …. Hay costumbre aquí, antes de tomar el 

chocolate, de beber agua muy fresca; pretenden que es malsano el no hacerlo. [emphasis 

in original] (d’Aulnoy 1691:243–244) 

 

We had tea in the house of the princess, her maidens were presented, in the number of 

eighteen … There [also] were elderly ladies … They then presented the chocolate, each 

cup of porcelain over a saucer of agate, plastered in gold, with sugar in a box of the same. 

There was iced chocolate, another hot, and another with milk and eggs. They drink it with 

cookies or rolls that are so dry as if they were fried, and this they do expressively. There 

are women that drink of all of it and one cup after another in sequence, and at least two or 

three times per day … there are some that eat pieces of arcilla sigelada. Already I have 

told you that they have a great affection for this earth, that ordinarily causes them an 

opilación; the stomach and the belly inflate and give them pain like a stone, and they look 

yellow like canes. I have wanted to try this food so esteemed and so little estimable; 

before that I would eat pumice. 

 

If one wants to appeal to them, it is essential to give them of those búcaros, that they call 

barros; and often their practitioners are not given a greater penance than to go a whole 

day without eating them. They say that they have many properties, that [the clay] does 
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not tolerate poison and that it cures various infirmities. I have a large cup of this type that 

holds a pint; wine does not come out at all drunk from it, but water comes out excellent; 

it seems as though it was boiled inside of it; at least it looks like it was agitated and 

shaken … but when [water] is left in there for a bit of time, the cup drains out on its own, 

so porous is the clay, and it smells so good.  

 

They gave us water very well prepared … There is a custom here, before drinking 

chocolate, to drink very fresh water; they pretend that he who does not do it is unhealthy. 

[emphasis in original] (d’Aulnoy 1691:243–244, translation by author) 

 

Irrespective of the biases or embellishments inherent to d’Aulnoy’s writing, this passage presents 

an evocative picture of Tonalá Bruñida ware geophagic consumption, providing the reader with 

the perspective of an outsider upon witnessing this practice. In d’Aulnoy’s perception, the 

consumption of búcaros and of arcilla sigelada is nothing short of an addiction that 

simultaneously disgusts her and piques her curiosity. d’Aulnoy’s (1691:244) paradoxical 

fascination with and disgust for this geophagy which is “so esteemed and so little estimable” 

stands as a stark reflection of the colonial European perception of the “New World,” its “noble 

savage,” and by extension, associated commodities in general. These relationships are further 

explored in a proceeding section of this chapter. However, it is first necessary to discuss the 

social and economic importance of another commodity whose role in colonial society was, as 

demonstrated by d’Aulnoy’s writings, integral to the cultural significance of Tonalá Bruñida 

ware in Europe and to the practice of its geophagy: chocolate. 

2.3. Connections to the Global Colonial Cacao and Chocolate Trade 

 The presence and importance of drinkable chocolate is vastly underappreciated across 

studies of the colonial period, especially when compared to the attention given to other drinkable 

commodities such as coffee and tea (Graham and Skowronek 2016:646). However, context must 

also be given to the long and prestigious history that cacao and chocolate have held in their 

native Mesoamerica. It is known that cacao beans functioned as a form of currency among 
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Mayans during the Late Postclassic and early colonial period, when they were “exchanged for 

any number of commodities[,] … served as payment for work service[, and were even used] to 

buy one’s way out of slavery” (Reents-Budet 2006:220). But beyond its role as currency, cacao 

and the chocolate that it produced also held significance as status indicators and social currency 

among Mesoamerican elites.  

For example, during the Classic period (A.D. 250–900), popular Mayan ceramic vessel 

forms shifted from the complex composite shapes of the Preclassic period to a preference for 

simple forms which, at least in part, correlated to the consumption of chocolate among high-

status individuals. Common vessel forms of the Classic period notably included parallel-sided 

cylindrical vases. Ownership of these parallel-sided vases carried two primary advantages for an 

elite Mayan hosting a feast (Figure 4). One of these is related to the complex imagery that was 

able to be applied to their “relatively flat pictorial surface[s]” (Reents-Budet 2006:213). This 

imagery most often took the form of “tableaux featuring [symbols of] social, political, and divine 

power,” such as the owner’s name and images of their “personal history such as accession to the 

throne, victories on the battlefield and in the ceremonial ballcourt, visits by foreign dignitaries … 

and the prodigious amount of tribute paid to [them]” (Reents-Budet 2006:213–214).  

In addition to their suitability for aesthetic displays of status, these cylindrical Classic 

period vessels also had specific functional capacities which were correlated to status-promoting 

rituals. Chocolate served as a key component of feasting events hosted by Classic Mayan elites, 

during which chocolate beverage was poured back and forth between these cylindrical vessels in 

rapid succession, aerating the beverage to produce the highly valued “’foamy kakaw’” (Reents-

Budet 2006:215). The cylindrical vessels most appropriate for these functions were incredibly 

thin-walled and difficult to produce, and so they were often made by potters who also came from 
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elite classes and studied in “palace schools,” which also trained them in applying the 

aforementioned tableaux decoration (Reents-Budet 2006:219). Through a combination of 

expertly executed form and decoration, these earthenware vessels served multiple functions in 

promoting their owner’s elite status among their peers through chocolate service. In these 

intersecting ways, the vases served as “portable proclaimers” of the owner’s status and power 

(Reents-Budet 2006:214) and are strong evidence of a long-standing relationship between the 

ideation of chocolate as a social currency and the production prestige of the earthenware vessels 

used to serve it. 

 

FIGURE 4: Mayan vessel depicting elite figure during a feast event, c. 550–850 CE. (Nasher 

Museum of Art 2026). 
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The relationship between the social value of chocolate and its associated material culture 

continued into the colonial period in forms that were informed and adapted by Spanish colonial 

settlers. Though chocolate’s significance to the colonial European diet is not as widely known as 

that of other drinkable, caffeinated commodities, chocolate in fact “preceded tea as an important 

beverage in Spain and its colonies as well as in other parts of Europe and their colonies” 

(Graham and Skowronek 2016:649). There are many historic references to the Spanish 

fascination with chocolate, but one of the most relevant comes from Jesuit priest José de Acosta 

in 1590:  

The main benefit of this cacao is a beverage which they make called Chocolate, which is 

a strange thing valued in that country. It disgusts those who are not used to it, for it has a 

foam on top, or a scum-like bubbling … it is a valued drink, which the Indians offer to 

the lords who come or pass through their land. And the Spanish men, and even moreso 

the Spanish women, are addicted to the black chocolate. [emphasis added] (Cited in 

Graham and Skowronek 2016:649)  

 

As further evidence for this appreciation for chocolate, records of its shipment indicate that its 

popularity grew in an exponential manner throughout the height of Spanish colonial power in the 

17th to 18th centuries: “…the amount being exported expanded from almost 2,700 lb … in 1598 

to over 400,000 lb … in 1613 … [and] a century later in Madrid, tax records from 1722 indicated 

nearly 800,000 lb … of cacao and chocolate in the stocks of wholesalers and retailers” (Graham 

and Skowronek 2016:649). Evidence of the shipment of these massive amounts of cacao is also 

found on many famed shipwrecks of the era, including Nuestra Señora del Rosario y el Carmen, 

which wrecked in 1642 carrying over 1000 pounds of chocolate bars and “hundreds of pounds of 

dried, unprocessed cacao nibs” (Graham and Skowronek 2016:650). Later in 1766, El Nuevo 

Constante wrecked with “more than 2000 lb … of cacao and a small quantity of chocolate” in its 
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hold (Graham and Skowronek 2016), as well as a large assemblage of Tonalá Bruñida ware 

(Pearson and Hoffman 1984:189).  

 As an additional loss of these shipwrecking events, great amounts of material culture 

destined for use in elite European chocolate service are often found in the archaeological record. 

Common chocolate-related material culture found on these and other shipwreck sites include 

chocolateras, ceramic or metal vessels whose long neck and rounded basin accommodated 

whisking and frothing of chocolate by use of the associated molinillos (Graham and Skowronek 

2016:652–654). Other material culture includes jícaras, shallow gourd or ceramic cups used to 

serve chocolate beverages, cocos chocolateros, or “coconut-shell chocolate cups,” and pocillos, 

which are often mistaken for teacups but were mainly used for chocolate, given that “tea was not 

carried on the Manilla galleons” (Graham and Skowronek 2016:658). An understanding of the 

prevalence of, and appreciation for, chocolate consumption in colonial Spain is necessary to 

avoid possible misinterpretations of commonly found colonial era artifacts (Graham and 

Skowronek 2016:661). 

This widespread appreciation for chocolate in Spain is further evidenced by its frequent 

appearance in Bodegónes, or still life paintings, of the 17th and 18th centuries. Bodegónes of this 

period “demonstrated … a taste for the atmosphere of refinement of the wealthy classes that had 

a life of luxury” (Ruiz López 2023:90, translation by author). One of the most important among 

these is Bodegón con cofre de ébano, or Still life with an ebony chest, painted by Antonio de 

Pereda in 1652 (Figure 5). This painting features an elaborate collection of vessels and other 

material culture associated with chocolate service, including a chocolatera, a molinillo, and 

multiple pocillos. At least one of these vessels, a decorative búcaro vase perched on the ebony 

chest in its back right corner, is a representation of Tonalá Bruñida ware; the small orange and 
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white pocillo featured in the bottom left corner may be Tonalá Bruñida ware as well. These 

serving wares are featured alongside still other elements that were essential parts of Spanish 

chocolate service, including fresh water and small pastries (d’Aulnoy 1691:243–244). 

 

FIGURE 5: Bodegón con cofre de ébano (1652), Antonio de Pereda (Ruiz López 2023:90). 

 

As argued by Skowronek (1991:58), the presence and presentation of material culture in 

the prominent artwork of an era is an indispensable data point which aids in “reconstruct[ing] 

how and by whom some of these ceramics were used.” In a painting that was meant to be a 

representation of the luxury and opulence of elite Spanish life, the presence of Tonalá Bruñida 
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serving ware – especially given that it is placed in line with other highly valued ceramics such as 

porcelain pocillos – provides definitive evidence of its aesthetic valuation in Spain and the 

inherent connection of this valuation to the service and consumption of chocolate. This is further 

affirmed by the depiction of a Tonalá Bruñida búcaro in direct line with fine earthenwares of 

European origin in Francisco de Zurbarán’s Bodegón con cacharros, or “Still Life with vessels” 

(Figure 6, ca. 1650), another emblematic still life painting of the Golden Age (Luna 2008:82–

83). 

 

FIGURE 6: Bodegón con cacharros (c. 1650), Francisco de Zurbarán (Museo del Prado 2026). 

 

2.4. Implications: The Colonial Consumption of Indigeneity 

 Taking all of this evidence together, it is abundantly clear that as part of the Spanish 

colonial adaptation of traditional Mesoamerican chocolate service ceremonies, Tonalá Bruñida 

ware held a significant role in signaling social and economic status among wealthy Spaniards. As 

noted by Barbara Voss (2012:51), making assumptions about the value or prestige placed upon a 

certain artifact type in a given cultural context has great potential to introduce bias to 
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archaeological analysis. Aptly, she states that “the social significance of ceramics is best 

investigated with reference to local historical and archaeological contexts, and through 

integration of both documentary and archaeological evidence” (Voss 2012:52). In this spirit, the 

collection of historical, archaeological, and iconographic evidence presented here serves to 

upend the likely assumption that Tonalá Bruñida ware valuation in colonial Spain would have 

been inherently lesser than that of European- or Asian-produced serving wares because of its 

nature as Indigenous culture and art. On the contrary, it is argued that Tonalá Bruñida ware was 

not valued as an aesthetic commodity despite its Indigeneity, but because of it.  

This valuation is attributed to a combination of factors relating to the desire and 

appreciation for goods deemed exotic. The European obsession with the consumption – 

economic and geophagic – of Tonalá Bruñida ware and other Indigenous búcaro ceramics is 

explored in greater depth by Beatriz E. Rovira and Felipe Gaitán (2010:70, translation by 

author), who argue that the exotic aroma and taste of búcaros were appealing to the upper 

echelons of Spain in the context of an “aesthetic tendency that … made use of the civilizing 

power of gold and silver to domesticate and colonize wild or culturally strange objects.” Their 

work contextualizes búcarophagy, “the deliberate consumption of fragments of búcaro clay” 

(Rovira and Gaitán 2010:66, translation by author), as a reflection of an economic and cultural 

landscape whose ideas of value were shifting on both individual and societal levels.  

At the level of the individual, Rovira and Gaitán (2010:67) argue that the geophagic 

consumption of these búcaros was thought to produce a desirable effect on one’s beauty, as 

previously discussed. In this manner, the geophagic consumption of Tonalá Bruñida ware 

products was employed specifically by Spanish colonial women to enhance their personal 

beauty, and by extension, their status. Perhaps more significantly, búcaros were also purchased 
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for display in the personal collections of wealthy European individuals. These collections 

“constitute[d] scale models of a natural and social world in which the individual [was] able to 

assume a privileged position over a microcosm that he controll[ed]” (Rovira and Gaitán 2010:64, 

translation by author). In short, the ability to possess these exotic and delicate objects was 

displayed as material evidence of power and status among wealthy Spanish individuals, a 

practice which held a projection of ethnic and economic superiority at its core. Moreover, on a 

societal level, the collection and fetishization of such exotic goods served as a material 

representation of the political, economic, and military power of the Spanish government over the 

Indigenous peoples that it colonized and subjugated. 

In juxtaposition with the preferences of Spanish settlers in New Spain, who projected a 

superior ethnicity and status as members of the colonizing power through the preferred use and 

display of European table wares (Skowronek 2002:301), the collection of Indigenous ceramics 

by mainland elite Spaniards indicated a shift in the types of material goods that constituted status 

indicators (Skowronek 1992:112). The very possession of rare and delicate Indigenous ceramic 

vessels in Spain was a signifier of the economic power required to obtain them. This economic 

power was manifest in both the colonial system itself, through which these objects were made 

accessible, and importantly, in the system of enslaved and indentured labor which was employed 

to produce the very cacao and sugar that colonial Europeans enjoyed drinking from these vessels 

(Mintz 1985:34,38).  

This phenomenon, in which commodities are valued as status symbols for their exoticism 

and as displays of the power required to obtain them, is one specific reflection of Karl Marx’s 

broader concept of commodity fetishism, which is best defined in the following excerpt: 

A commodity is … a mysterious thing, simply because in it the social character of men’s 

labour appears to them as an objective character stamped upon the product of that labour; 
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because the relation of the producers to the sum total of their own labour is presented to 

them as a social relation, existing not between themselves, but between the products of 

their labour. This is the reason why the products of labour become commodities, social 

things whose qualities are at the same time perceptible and imperceptible by the senses. 

(Marx 1906:83) 

 

In essence, commodity fetishism posits that while an object’s value may be perceived as intrinsic 

to its material character, its social and monetary value is derived from the consumer’s 

understanding of the specific social contexts in which – and the human labor by which – the 

object is produced. Through this framework, the value of Tonalá Bruñida ware to the colonial-

period European consumer is understood to derive from the exotic character ascribed to its 

producers and production context, and from the military, monetary, and social power required to 

extract such a good from this “exotic” context. 

2.5. Conclusion 

 The collection of evidence discussed throughout this brief history of Tonalá Bruñida ware 

situates its ritual and social importance against a backdrop of the rich social history of chocolate 

in Mesoamerica and to place both commodities within the context of Spanish colonial culture 

and economy. Additionally, Tonalá Bruñida ware is demonstrated to be a powerful tool for 

examining the social and economic power that colonial period Europeans projected over the 

cultures that they colonized. In this case, this power projection is a literal and metaphorical 

reflection of the dominance and consumption of Indigenous cultures, whose commodities were 

selectively destroyed, fetishized, displayed, and eaten under the colonial system. 
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Chapter 3: Literature Review 

3.1. Introduction 

As necessitated by the complex and interdisciplinary nature of this thesis, this literature 

review examines a broad range of scholarly topics central to understanding geophagy, the 

commodification of Indigenous cultural goods, and the theoretical frameworks through which 

they are understood. Specifically, this review provides a critical examination of historical and 

contemporary scholarly approaches to these sensitive issues, highlighting the evolution of 

methodologies, conceptual frameworks, and ethical considerations within existing research. 

Particular attention is paid to geophagy due to its frequent misrepresentation and stigmatization 

in western scholarship. An overview of anthropological and ethnographic literature is also 

directly relevant to the study of Tonalá Bruñida ware. It is important to clarify that the 

differential space dedicated to each of these individual topics reflects the relative breadth and 

complexity of existing research, rather than the topic’s significance or importance. Ultimately, 

this review identifies key research gaps and provides the theoretical foundations for the 

culturally informed, ethically grounded approach that this thesis aims to employ. 

3.2. A Review of Geophagy Studies 

Given that this thesis aims to elucidate the etiology of Tonalá Bruñida ware geophagy in 

both a modern and historic context, a broader survey of the treatment of geophagy across time 

throughout a variety of scholarly disciplines provides a framework for the ethical and non-

stigmatizing approach to the topic. Geophagy, or the “deliberate and culturally sanctioned 

consumption of limited amounts of soil” (Henry and Cring 2013:181) is a nutritive ritual 

practiced by various cultures across the globe. Although superficially similar to pathological 

forms of non-food consumption such as pica, modern research understands geophagy as distinct 
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from these behaviors because of its enculturation (Henry and Cring 2013:181), or rather, its 

integration within the health practices of a given culture. However, geophagy has not always 

received sensitive treatment in western medicine and broader scholarship – either in theory or 

practice.  

Before the birth of ethnomedicine theory in anthropology, which focuses on the cultural 

and social dimensions of health beliefs and practices (McElroy 1996:4–5), geophagy was viewed 

in many circles as a pathology that necessitated medical intervention. Even with these recent 

developments in anthropological theory, many scholars today still neglect the cultural component 

of geophagy research that is necessary to gain the emic perspective that is essential to its full 

understanding. Works from a wide variety of disciplines, including anthropology, sociology, 

nutritional science, and popular culture, are presented here, representing an abridged 

historiography of the perception of geophagy by out-groups. This analysis proceeds in a 

generally chronological fashion with the intent of surveying the changing lenses through which 

this nutritional practice has been viewed and approached by scholars throughout time.  

This review explicitly addresses methodological shifts in scholarly treatments of 

geophagy, moving from predominantly descriptive studies in early research toward the recent 

adoption of more sophisticated, quantitative techniques. Recent methodological innovations – 

including chemical characterization through Scanning Electron Microscopy-Energy Dispersive 

x-ray Spectroscopy (SEM-EDS) and simulated digestive modeling – have significantly enhanced 

scholarly understanding of geophagy’s nutritional dimensions, highlighting a crucial 

advancement in contemporary approaches. 
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3.2.1. Early Publications 

Early academic works on the topic of geophagy are sparse but varied. In his book entitled 

Geophagy (Laufer 1930), Field Museum anthropologist Berthold Laufer provides one of the 

most comprehensive and multicultural accounts of global geophagy that has been published to 

date. However, his work is primarily descriptive and historical in nature and does not approach 

questions about geophagy in a scientific manner, which is likely reflective of the culture-

historical approaches that were characteristic of the time. Owing to this, Laufer’s (1930) 

Geophagy must be treated as a reference piece which points to valuable evidence of the custom 

from the historic record, but it is limited by its lack of consultation with practicing cultures. 

In contrast, two journal articles from the 1940s serve as early examples of studies that 

applied scientific investigation techniques to the study of geophagy. These are Dorothy Dickins 

and Robert N. Ford’s (1942) “Geophagy (Dirt Eating) Among Mississippi Negro School 

Children” and Hilda Hertz’s (1947) “Notes on Clay and Starch Eating among Negroes in a 

Southern Urban Community.” Even by virtue of being some of the first works that applied the 

scientific method to the study of geophagy, these articles are highly significant. In addition, they 

both keep to a relatively narrow scope, a factor that may have proven beneficial in allowing the 

authors space to include and analyze individual anecdotes from members of their study 

populations. However, only Hertz (1947:344) takes advantage of this opportunity, while Dickins 

and Ford (1942:65) outright discount the specific reason for geophagy given by their study 

population and offer an entirely different reason in their results. Yet again, the failure to treat the 

perspectives of the study population as valid data points prove to be a limitation to the study of 

geophagy. 
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Across the board, these early works on geophagy share a common pitfall: they often fail 

to consult the individuals who practice geophagy regarding the stories that the authors aim to 

document or the questions that they aim to answer, even in cases where the study population was 

accessible for direct inquiry. Despite these limitations, these works continue to hold inherent 

value as documentation of the early academic conclusions about the origins of geophagy. 

Excepting all else, they are useful in tracking the changing attitudes and approaches to the 

practice and study of geophagy that the academic community has held over time.  

3.2.2. Modern Scientific Approaches 

Where earlier works primarily offered qualitative, descriptive accounts of geophagy, 

contemporary studies have advanced scholarly inquiry by employing robust quantitative 

techniques. Methodologies such as SEM-EDX chemical analysis and simulated digestion studies 

represent significant innovations, enabling researchers to move beyond mere observation toward 

rigorous analytical assessments of geophagy’s nutritional and biological impacts. These 

techniques are explicitly reviewed in the following discussion of modern scientific approaches, 

emphasizing their central role in advancing interdisciplinary understandings of geophagy. 

A publication that may be viewed as the contemporary counterpart to Laufer’s global 

review of geophagy is “Geophagia in Human Populations” by Carol J. Loveland, Thomas H. 

Furst, and Georgia C. Lauritzen (1989). Like Laufer’s book (1930), “Geophagia” endeavors to 

document and describe occurrences of geophagy throughout time and across the globe 

(1989:333). However, Loveland, Furst, and Lauritzen take their work into the realm of analysis 

by reviewing a large number of major studies to make generalized predictions about the health 

impacts of geophagy (Loveland et al. 1989:333). This analysis is situated within the framework 

of two hypotheses that they view as the “opposing views” on geophagy: that geophagy is used to 
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“alleviate the effects of famine and malnutrition,” or that it is the cause of malnutrition, 

“including iron and zinc deficiency” (Loveland et al. 1989:333).  

Based on the results of their review, Loveland, Furst, and Lauritzen recognize the benefits 

of geophagy as a culturally informed health practice. They assert that geophagy may “reinforce 

existing folk beliefs, many of which are based upon biological fact, thus strengthening the 

ideological fabric of the culture” (Loveland et al. 1989:353–354). However, their assessment of 

the biological impacts of geophagy is somewhat more scrutinizing. Though they do hold that 

geophagy “may… contribute minerals to the diet” and provide a necessary biological adaptation 

through “the detoxification of harmful chemicals in certain foods,” they stipulate that these 

benefits are contingent upon the specific interactions of a particular clay with the digestive 

system, and that the introduction of pathogens into the body from certain soil types may negate 

any benefits (Loveland et al. 1989:354). This conclusion is aligned with a nuanced, contextual 

understanding of geophagy, in which benefits and/or detriments are not inherent to the practice 

of geophagy itself but are instead dictated by the context in which certain geophagic materials 

are consumed. This article represents one of the first modern reviews of geophagy which 

assesses its impacts in a relatively culturally competent and unbiased manner. The authors 

conclude by recommending an interdisciplinary approach to further studies of geophagy 

(Loveland et al. 1989:354), a suggestion which ultimately comes to fruition given the breadth of 

disciplines that have approached the topic in years since. 

An excellent example of such an interdisciplinary study is authored by Timothy Johns 

and Martin Duquette (1991). In their article, Johns and Duquette (1991:448) create chemical 

profiles of clays used in the production of traditional acorn breads from both Sardinia and the 

Pomo Indigenous people of California with the aim of demonstrating the clays’ ability to 
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effectively counter the poisonous effects of acorn tannins. Additionally, to test their hypothesis 

that detoxification is the primary motivation for geophagy across cultures, Johns and Duquette 

(1991:450–451) conduct x-ray diffractive analysis on a variety of geophagic soils from various 

regions of Africa and compare them to the profiles of the Sardinian and Californian acorn bread 

clays. 

The authors were unable to demonstrate that the toxic effects of tannins could be fully 

mitigated by the amount of clay typically used in acorn breads, ultimately concluding that the 

tannins’ toxicity is most likely neutralized in the heat of the baking process (Johns and Duquette 

1991:453). However, the authors do find that these acorn breads feature geophagic clays in 

sufficient ratios to mitigate the astringent flavor imparted by tannins, allowing them to attribute 

Californian and Sardinian geophagy to “detoxification… in a general sense” (Johns and Duquette 

1991:454). This conclusion is further corroborated by the authors’ laboratory recreation of the 

acorn bread production process, in which they found a similar partial adsorption of tannins 

(Johns and Duquette 1991:226). 

Their conclusion regarding the detoxification potential for geophagy is further supported 

by the similarities between the Californian and Sardinian clays and the African clays. The 

African clays they tested are most often sold as an anti-nausea and anti-diarrheal medicine, used 

especially during pregnancy (Johns and Duquette 1991:454–455). In a connection that supports 

the further destigmatization of geophagy among western audiences, the authors indicate a 

general compositional similarity between these clays and the drug sold as Kaopectate in 

industrialized societies. Kaopectate is composed of “primarily kaolin” clay and is advertised to 

serve the same purpose as the African geophagic clays (Johns and Duquette 1991:455). 
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By integrating methodologies, theories, and data from such diverse fields as inorganic chemistry, 

nutrition science, and ethnography, Johns and Duquette present a remarkably well-rounded 

analysis which points to detoxification as a reasonable generalized explanation for the 

occurrence of geophagy. Importantly, they are also vocal about their belief in the nutritional 

validity of this practice, asserting that it “plays a useful role in its proper context and should be 

appreciated as a normal human behavior” (Johns and Duquette 1991:455).  

John M. Hunter is another scholar who has worked to understand geophagy as an 

adaptive mechanism in its appropriate context (1989:11; 1993:69). Hunter describes geophagy as 

a “deeply rooted transcultural, multicausal phenomenon” (1993:69). His primary interest lies in 

the consumption of nutrient-rich clays from termite mounds during pregnancy, a practice that he 

observed in 90% of surveyed pregnant women across rural parts of Malawi, Zambia, Zimbabwe, 

Swaziland, and South Africa (Hunter 1993:69,75). In a sharp contrast to some scholars from the 

earlier part of the century, Hunter holds the self-identified motivations for termite clay 

consumption as key data in his research. Hunter recounts that women most commonly report 

eating clay because they “feel the need” (1993:75), indicating that the inclination to consume 

clay is understood as a typical and expected craving associated with pregnancy. However, in 

general, the well-accepted and unquestioned prevalence of geophagy in these communities 

means that “practitioners of geophagy do not articulate their reasons for the practice … it is 

sufficient that it satisfies pregnant women” (Hunter 1993:84–85). In this way, for Hunter’s study, 

the local destigmatization of geophagy ironically precludes the easy understanding of its 

functional motivation from the perspective of the in-group. 

To frame his investigation of the function of termite clay geophagy, Hunter turns to the 

common hypotheses of dietary detoxification and mineral supplementation. While Hunter 
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believes that clay consumption might serve some role in mitigating pregnancy sickness, the 

continuation of geophagy throughout the duration of pregnancy in contrast with the typical 

termination of “morning sickness” in the first trimester points him more readily to the mineral 

supplementation hypothesis (Hunter 1993:85). To test this hypothesis, Hunter (1993:86) 

designed a simulated digestive system which dissolved termite clays at the same pH as the 

human stomach in order to more accurately represent the proportion of minerals which may be 

absorbed in the digestive process. He found that in the quantities which women typically 

consumed them, nearly all geophagic clays that underwent simulated digestion provided 

detectable and “beneficial amounts” of key micronutrients, including magnesium, calcium, 

manganese, iron, chromium, copper, and zinc, among others (Hunter 1993:87–89). Especially 

taken in the context of the physical demands of pregnancy and the reality of marginal diets and 

other health-impacting factors for women in these rural communities (Hunter 1984:11), these 

results make it clear for Hunter that “clay consumption in rural Africa …[is an] adaptive 

environmental response to mineral needs [and is] empirical, tested, and pragmatic folk practice” 

(Hunter 1993:86). Hunter’s work is overwhelmingly supportive of a movement towards greater 

acceptance and validation of geophagy as a practice that is adaptive in the appropriate context. 

The significance of this type of validation to the development of western medical respect for 

time-honored practices – especially among Black and other marginalized populations – cannot be 

overstated.  

At the beginning of the 21st century, there is another observable explosion in geophagy 

research among scholars of culture and nutrition. Consuming the Inedible: Neglected Dimensions 

of Food Choice is an edited book of presentations from an anthropological conference, hosted 

jointly by a social anthropologist, a biological anthropologist, and a nutrition scientist, whose 
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very theme was “Non-Food as Food” (MacClancy et al. 2007:xi,3). Four out of this volume’s 

twenty sections, representing 20% of its content, directly reference geophagy or pica. This 

percentage bumps up to 25% if the chapter on excessive salt consumption, “Salt as a ‘Non-

food’,” is counted. At the outset of the millennium, scholars in relevant disciplines began to 

recognize the near-ubiquitous nature of geophagy and its potential to illuminate human 

nutritional culture which falls outside of typical European traditions (MacClancy et al. 2007:6). 

However, prominent scholars of non-food consumption continue to malign geophagy with pica 

on the grounds of highly generalized and qualitative evidence for some perceived commonality 

between “the intensity with which [geophagic clays and pica substances] are craved” 

(MacClancy et al. 2007:18). The reductive perception of geophagy as an animalistic craving 

occludes the potential to understand its practice as a beneficial adaptation, as several scholars 

have accomplished. 

The increased scholarly interest in geophagy at the new millennium occurs alongside an 

increased fascination with geophagy among popular readers. A popular food publication entitled 

Gastronomica features a chapter on Geophagy entitled “Women Who Eat Dirt.” This chapter is 

written by journalist Susan Allport in consultation with some of the scholars referenced herein, 

such as Timothy Johns (Allport 2010:20–21). Despite the overall exoticizing approach that 

Gastronomica often applies to the discussion of atypical food practices, Allport’s approach to the 

discussion of geophagy is quite culturally competent. She begins by introducing the reader to the 

idea of geophagy by discussing its prevalence throughout the animal kingdom and its ubiquitous 

human practice in the consumption of salt, and she continues by recounting scholarly hypotheses 

about geophagy’s various etiologies in understandable terms (Allport 2010:13–14,15–17). 

Allport’s efforts to convince the public of the rationality behind geophagy in various instances is 



 

 47 

noble. However, given that The Gastronomica Reader’s entire operative mission is to educate 

readers about the “darker side of food” (Goldstein 2010:7) through shocking imagery and 

sensationalist storytelling, the publication’s very inclusion of geophagy also speaks to its 

continued exoticization in the eyes of the west.  

Finally, although studies on pica in a general sense are largely outside the scope of this 

literature review, one merits discussion here for regional and demographic focus. In this article, 

entitled “Pica during pregnancy among Mexican‐born women: a formative study,” Janice W. Lin 

and her coauthors (2014:552) interview a total of 76 Mexican-born women, 23 of whom lived in 

the United States and 52 of whom lived in Mexico – and all of whom were either pregnant or had 

delivered a child within the previous two years. These women were interviewed in group settings 

about their experiences with pregnancy cravings in general and with specific cravings as related 

to non-food items (e.g., pica behaviors). Forty-three percent of interviewed women living in the 

United States and 34% of women living in Mexico indicated that they had engaged in pica at 

some point (Lin et al. 2014:552). Although the women in this study indicated that they engaged 

in a wide variety of pica behaviors, geophagy was among the most frequently mentioned, with 

the caveat that here, “geophagy” is defined simply as the form of pica which involves the 

“consumption of earth” and is not qualified by any cultural precedent or impetus (Lin et al. 

2014:550). Women in this study indicated that the primary trigger for their geophagy-pica 

cravings was the smell of damp earth (Lin et al. 2014:554), an interesting connection to the oft-

cited trigger of Tonalá Bruñida ware geophagy (Charlton and Katz 1979:52). In general, women 

in this study believed that their pica cravings were caused by micronutrient deficiencies and that 

there were risks implicit in leaving pica cravings unfulfilled, including child birthmarks or fetal 

loss (Lin et al. 2014:554). However, these women also believed that there were other health 
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consequences to engaging in pica behavior, including risk of parasitic infection or poisoning by 

soil pesticides or lead (Lin et al. 2014:555). Overall, this study represents a significant endeavor 

to form a foundation of basic research on the pica behaviors of Mexican-born women, a group 

for whom the prevalence of pica and geophagy is understudied. However, still more work 

remains to be done in parsing out the physiological and/or cultural etiologies of geophagy and 

other forms of pica within this demographic, a niche of research to which the present thesis 

hopes to contribute.  

In this brief and abridged survey of scholarly approaches to the topic of geophagy, the 

sequence of changing methodologies over time points to a clearly traceable evolution in their 

sophistication. From the largely descriptive studies of the earlier half of the 20th century to the 

specialized and quantitative studies of recent years, the study of geophagy is continually codified 

as a topic that requires a nuanced approach that stems from the perspectives of the “hard” and 

“soft” sciences alike. However, the prospect of a methodology for the study of geophagy that 

understands and analyzes the motivations of its practitioners – without risking their 

marginalization in the process – depends on the execution of further dedicated research. In the 

following sections, two theoretical approaches are detailed that, in conjunction, aim to produce a 

framework for the ethical study of geophagy that can be molded to capture the nuances of its 

cultural and/or biological etiologies and consequences.  

3.3. Foucault’s Medical Gaze and the Construction of Ethnomedicine Theory 

 As alluded to by many of the more recent works above (Hunter 1984; Hunter 1993; Johns 

and Duquette 1991; Loveland et al. 1989), the modern scholar is most often successful in 

understanding geophagy as it exists and functions within a specific culture, recognizing that it is 

not a monolith in either presentation or function. However, difficulty arises when attempting to 



 

 49 

reconcile stigmatized and “othered” practices with the strict understanding of health and wellness 

represented by western medicine. The origin of this difficulty must be elucidated to illuminate 

the way forward towards the non-stigmatized treatment of geophagy in western scholarship. 

The central focus of the philosophy presented by Michel Foucault’s (1963) book, The 

Birth of the Clinic, first translated to English from the original French in 1973, is rooted in a 

conscious recognition of the paradigm shift to “empiricism” in the medical field. Foucault 

(1973:3–4) attributes this genesis to the titular “birth of the [medical] clinic” and the related 

direction of the medical gaze towards the objective impact of disease on discrete tissues of the 

human body, largely via the emergence of the autopsy as a teaching tool. In a work whose 

language is often highly occlusive, it is difficult to distill Foucault’s extensive sociopolitical 

commentary into a single, unified argument. However, for the purposes of this analysis, it is his 

discussion of the discrete shift to the clinical approach in practical medicine – and the associated 

shift in medical theory – that is relevant to understand how modern science and medicine have 

come to perceive geophagy, especially as an example of “alternative” or “folk” medical practice.  

Foucault (1973:129) argues that the doctor/patient dichotomy set up by western medicine 

causes its practitioners to perceive in it an ability to provide an “objective, real, and 

unquestionable” gaze into the human body and the diseases which impact it. Foucault 

(1973:8,14–15) considers the belief that the human body may only be objectively understood 

through the gaze of a unified, institutionalized practice of medicine to be fallacious. Further, he 

argues that the unquestioned acceptance of this belief among doctors generates a variety of 

practical detriments in treating patients (Foucault 1973:8,14–15). In essence, the shift to the 

clinical model of medical practice and the accompanying standardization of treatment protocol 

inadvertently results in a practical decentering of the patient’s lived experience from their care. 



 

 50 

This results in a degraded sensitivity in treating patients from variable socioeconomic and 

cultural backgrounds (Foucault 1973:33). Moreover, Foucault (1973:33) asserts that such 

inequity in medical treatment sustains the very industry of institutionalized medicine, whose 

necessity and profitability is upheld in part by its frequent inability to succinctly identify and 

treat the cause of disease in patients.  

Foucault’s work makes explicit the presumed objectivity and authority of institutionalized 

western medicine that resonates throughout the body of scientific literature on geophagy. This 

resonance occurs often without perception – and almost always without prejudice – by the very 

scholars who operate within its paradigm. The publication of these ideas coincides temporally 

with an increased interest in medical topics (and particularly in “alternative medicines”) in social 

science research. It also directly influences the development of ethnomedical and applied 

approaches in the burgeoning field of medical anthropology (McElroy 1996:7). Thus, by daring 

to question the purported benefits of “objective” medical theory for the practical treatment of the 

everyday patient, The Birth of the Clinic provides a means as well as an impetus for scholars in 

these fields to step out of the objectivity purported by the institution of western medicine to more 

wholly and objectively understand folk medical practices as they exist and function within their 

proper cultural context.  

The Birth of the Clinic provides a necessary theoretical framing that recognizes the 

inherent difficulty for western scholars to analyze and write about geophagy in a non-

stigmatizing manner. As might be expected during the general fluorescence of medically oriented 

topics and clinical methods in social science research, there was both an uptick in studies of 

geophagy after the publication of The Birth of the Clinic and a simultaneous increase in the 

application of quantitative and analytical approaches. These stand in sharp contrast to the 
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primarily descriptive studies of the earlier 20th century. However, the effective re-centering of 

the patient’s lived experience has failed to even partially manifest in social science research until 

recent years. This is because the success of this approach depends not only upon a desire to more 

fully understand these patients’ lives, but also upon a simultaneous acceptance of the potential 

validity of non-western health strategies as adaptive practices in their appropriate contexts. 

Practically, this results in a barrier to achieving truly emic perspectives in scientific and 

analytical studies of geophagy and often contributes to a continual stigmatization of the practice. 

This stigmatization, in an ironic reflection of the loss of individual patient understanding that 

Foucault (1973:8,14–15) describes, prevents scholars from making the human connections that 

are necessary to understand the nuanced cultural and nutritional roles that geophagy may serve in 

a given population.  

The failure of medical practitioners, public health experts, and other scholars to 

understand the corporeal and cultural impetus behind geophagy in any given group has had a 

documented negative impact on the initiatives implemented to deter the behavior due to safety 

concerns. In some cases where iron and folic acid supplements have been administered to the 

public to resolve the assumed nutrient-deficiency etiology of geophagic cravings, studies have 

noted poor adherence to the prescribed treatments due to a variety of negative reactions including 

“nausea, vomiting, and weight gain” (Malebatja et al. 2024:8), causing patients to return to 

traditional geophagy practices to avoid these symptoms. The desire to continue practicing 

geophagy and reluctance to discuss it with medical professionals for fear of judgment or 

discouragement may lead to an under-recognition of these behaviors by medical practitioners 

among the public that they serve, an oversight that may lead to negative health outcomes, 

especially given that existing safety standards for acceptable soil contamination levels are 
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designed for agricultural or residential applications rather than human consumption (Mafe et al. 

2025:347). Negative outcomes may be preventable under a patient-centered, culturally 

competent approach to public health. Through the lens of ethnomedicine and medical translation, 

medical professionals and public health experts working with populations that engage in 

geophagy may come to better understand the etiology and practical reality of this behavior in any 

given context (Quinlan 2022:318), thereby coming to a better understanding of whether 

geophagy practices are actually harmful – and if so, how best to mitigate them – among the 

populations that they serve.  

3.4. Geophagy versus Pica: “Edibility” as a Culturally Relative Construct 

When the scholarly and popular literature on geophagy is taken together, a broader 

question emerges in their combined subtext: What makes something “food”? MacClancy, Henry 

and Macbeth (2007) beg this question indirectly by positioning their volume around the 

consumption of “substances, which are not defined, even in the consumer’s own culture, as 

‘edible’” (MacClancy et al. 2007:3). Accepting edibility as a relative cultural construct is 

essential to understanding geophagy as a culturally mediated nutritional practice. This 

framework is intrinsic to the adoption of modern definitions of geophagy as a behavior distinct 

from pica. 

The conflation of geophagy with pica is an issue that continues to permeate scholarly 

literature on geophagy. Pica is a disorder recognized by medical literature as “the craving and 

purposive consumption of non-food items” (Young and Miller 2019:81). Anthropologists Jacques 

M. Henry and Daniel F. Cring (2013) seek to clear up this conflation by setting out a firm 

definition of geophagy as a strictly enculturated practice. Their definition is as follows:  
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Detailed reports of geophagy unequivocally demonstrate that humans make clay 

consumable by making it human, which is by bringing it into culture. People select the 

clay, process it, cook it, shape it, share it, and name it. (Henry and Cring 2013:181) 

 

By providing this definition and qualifying it through case studies throughout the 

duration of their chapter, Henry and Cring are able to convey the nuanced difference between 

geophagy and pica that many other scholars have been unable or unwilling to directly define. In 

their framework pica is a strictly sporadic, isolated, and culturally unprompted behavior. In 

contrast, in their understanding of the practice of geophagy, clays are “[made] consumable” – 

that is to say, they become food – by the process of their enculturation (Henry and Cring 

2013:181). Here, the authors radically accept the conception of “food” and “edibility” as 

culturally mediated ideas. They align geophagic clays with Claude Levi-Strausse’s understanding 

of how any given plant or animal is chosen as a human food item: they “are chosen not because 

they are ‘good to eat’ but because they are ‘good to think of’” (Henry and Cring 2013:181).  

Applying such a definition to the study of geophagy has profound implications. In Henry 

and Cring’s (2013) framework, geophagy is by definition an inherently cultural practice, and the 

cultures who participate in geophagy therefore must be consulted in hopes of understanding their 

cultural and/or nutritional motivations for practicing geophagy, and for understanding the means 

by which a specific soil “becomes food” in their culture. In this framework, ethnographic 

methods become inextricable from the study of geophagy, and the pursuit of the emic perspective 

becomes paramount. The importance of ethnographic methods as they are connected to 

decolonizing research theories, which further reject western research paradigms as the only valid 

epistemology, are explored further in the following section.  

Despite the concision and broad applicability of Henry and Cring’s (2013) definition of 

geophagy, their framework has been ignored in other relevant literature. Often regarded as the 
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foremost anthropological expert on pica, Sera L. Young has numerous publications on the topic, 

including two chapters in Consuming the Inedible (see MacClancy et al. 2007:17–30,67–80), her 

own standalone book on pica (Young 2011), and a recent review of geophagy literature (Young 

and Miller 2019) that has analytical strengths but frequently conflates it with pica on a broad 

scale.  

In her book, Craving Earth: Understanding Pica—the Urge to Eat Clay, Starch, Ice, and 

Chalk, Young dedicates an entire chapter to geophagy. She proposes her own definition which 

distinguishes geophagy from pica by nature of the comparatively strong cravings inherent to the 

latter, a direct reflection of an earlier definition that she posed within Consuming the Inedible 

(Young 2011:32; MacClancy et al. 2007:18) However, Young’s definition is insufficient to 

distinguish geophagy from pica for the practical purposes of research. Because Young does not 

provide a quantitative or qualitative method by which the strength of a person’s cravings may be 

understood, her definition is inherently less useful in applied research when compared to that of 

Henry and Cring (2013).  

An even more pressing limitation of Young’s definition of geophagy is evident in her 

recent review of research on the topic. Here, Young and her coauthor Joshua D. Miller 

(2019:81,87) recognize that the exact impacts of geophagy are not well understood, and they 

advocate for the necessity of a biocultural approach to the topic. The authors present succinct 

explanations of the biomechanical processes inherent in the potential detriments and benefits of 

geophagy, a synthesis that is useful in framing research gaps that could inspire productive future 

projects (Young and Miller 2019:83–87). However, despite their insistence on the importance of 

a biocultural approach (Young and Miller 2019:81,87), they make little mention of the cultural 

contexts in which geophagy typically arises. In fact, only a very small section of their review is 
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dedicated to describing the “psychosocial benefits” of geophagy, which simply reference the 

fulfillment of undefined “cultural beliefs” and the satisfaction of cravings (Young and Miller 

2019:87). By neglecting to sufficiently include extant studies of geophagy that incorporate 

ethnographic approaches into their own review (Hunter 1984; Hunter 1993; Johns and Duquette 

1991; Malebatja et al. 2024), Young and Miller’s call to a biocultural approach falls flat.  

While the early studies that provided descriptive accounts of geophagy in its practicing 

cultures were analytically limited by access to the empirical research methods that are available 

to scholars today, many recent studies that incorporate these analytical methods fail to 

sufficiently reckon with the inextricable culture component of geophagy. In searching for future 

directions and approaches to the study of geophagy, scholars must look both backward and 

forward. Reflecting upon Foucault’s (1973:33) call to recognize the de-centering of patient needs 

in modern medical practice, scholars must turn to new developments in ethnomedical 

anthropology to better frame these studies from a perspective of care. In the context of modern 

medical anthropology, ethnomedicine is seen as having two basic goals: the examination of 

health-related theories as they develop in a given culture, and the “translation” or cross-cultural 

comparison of enculturated medical theories for an improved global understanding of health 

(Quinlan 2022:318). Given this approach and given that the most comprehensive and useful 

definition of geophagy posits its enculturation as its inherent divergence from other non-food 

consumption (Henry and Cring 2013:181), geophagy may only be fully understood in scholarship 

when an understanding of its cultural context and significance is prioritized. The above reflection 

on the changing approaches to geophagy research throughout time supports the adoption of this 

approach as best practice. In a broader context, this historiography of the changing perceptions of 

geophagy by western medicine and science represents a microcosm of the changing valuation of 
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cultural in-group perspectives in research throughout the 20th and the 21st centuries. This 

approach may also be appropriately applied to the study of many more stigmatized “folk 

medical” practices.  

3.5. Decolonization in Archaeology 

 Once again, given the highly stigmatized nature of many of the topics that are analyzed 

within this thesis, prioritizing the perspectives and best interests of primary stakeholders is of 

utmost importance. Consulting scholarly theory written by and for Indigenous researchers is the 

best way to illuminate the ethical path forward for this thesis. The works of two Indigenous 

scholars in particular, Linda Tuhiwai Smith (2021) and Sonya Atalay (2006; 2012), have been 

massively influential in informing the theoretical and practical re-centering of Indigenous 

epistemologies that are integral to the conduction of this research. 

 To understand theories of decolonization as they relate to archaeological practice, it must 

first be articulated that “decolonization is not a metaphor” (Tuck and Yang 2012). This is to say 

that decolonization is not achieved by any cursory recognition of Indigenous rights or 

stakeholder positions within a given piece of research; it cannot be, because “Imperialism still 

hurts, still destroys and is reforming itself constantly” (Tuhiwai Smith 2021:21). In concise 

terms, “decolonization” refers to a set of intentional and radical practices that aim to re-center 

Indigenous ontologies, epistemologies, and sovereignty in spaces both within and outside of 

scholarship (Tuck and Yang 2012). For this thesis, however, it suffices to understand that 

decolonization is a concept that is important to research theory but is even more essential to 

research practice.  

Decolonization is a concept that is inherently difficult to grasp and employ in research, as 

it calls upon the researcher to reckon deeply with their own ever-present bias. Archaeologist 
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Sonya Atalay provides a viewpoint that grounds this discussion of decolonization theory more 

firmly within the context of archaeological research:  

…it is clear that the discipline of archaeology was built around and relies upon Western 

knowledge systems and methodologies, and its practice has a strongly colonial history. Many 

archaeologists have come to recognize that archaeology is based on, and generally reflects, 

the values of Western cultures. In privileging the material, scientific, observable world over 

the spiritual, experiential, and unquantifiable aspects of archaeological sites, ancient peoples, 

and artifacts, archeological practice demonstrates that it is solidly grounded in Western ways 

of categorizing, knowing, and interpreting the world. (Atalay 2006:280) 

 

Here, Atalay reflects on the troubling and apparently inescapable incompatibility of archaeology 

with the knowledge systems of the Indigenous societies that the discipline has so often sought to 

categorize. As it currently exists, archaeology is based directly upon the tenets of Western 

science, and it constitutes a valid and empirical method of interpreting the past. Decolonization 

scholarship does not aim to debase the validity of empirical research practice. It does, however, 

aim to debase its position as the sole authority over the interpretation of the past, especially 

concerning the histories of Indigenous or other groups whose existence is formed and recorded 

through entirely disparate manners of being. In Atalay’s conception, a decolonized archaeology 

“contributes to the goals, aims, hopes, and curiosities of the communities whose past and 

heritage are under study, using methods and practices that are harmonious with their own 

worldviews, traditional knowledges, and lifeways” (Atalay 2006:284).  

 In a practical sense, for this thesis, this involves the prioritization and privilege of 

stakeholder voices through the conduction and thorough attribution of knowledge to oral history, 

an epistemology that has heretofore been ignored in Tonalá Bruñida ware research (Katz 

1977:51). As a primary effort to work towards the goals of decolonization in research, this thesis 

incorporates oral history data as forthright and uncontested contributions to the understanding of 

Tonalá Bruñida ware geophagy and the ware’s production, distribution, and consumption 
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histories. While some scholars in archaeology have been reluctant to accept oral history as a 

rigorous methodology for the interpretation of the past (Mason 2000), this thesis considers oral 

histories as necessary to understanding an Indigenous past that was formed under a different 

epistemological framework than that in which western science is constructed. It is accepted that 

“…oral histories and teachings … are truth and are combined with other archaeological truths … 

to give a more complete knowledge and understanding of the world” (Atalay 2012:55), and the 

ethical development of this thesis is predicated upon this acceptance.  

 The importance of prioritizing stakeholder voices in the elucidation of Tonalá Bruñida 

ware geophagy has already been made abundantly clear. However, there is a similar imperative 

in approaching the thoughtful and ethical historical analysis of Tonalá Bruñida ware history as a 

maritime export good of the colonial past and as an artisan commodity of the present. In her 

book Objectifying China, Imagining America: Chinese Commodities in Early America, Caroline 

Frank (2012:7,17,21) discusses colonial American conceptions of Chinese porcelain as a status 

good on the basis of social prestige, which derived almost entirely from its cost, rarity, and 

production mystique. In fact, American consumers directly rebuked any interest in the cultural 

milieu embedded within the traditional decorations present on Chinese porcelain, a phenomenon 

that the author attributes to “an [intentional] obscuring of the people and the place behind, or 

contained within, the prized commodity” (Frank 2012:13). This is to say that colonial Americans 

maintained an attitude of aloofness regarding the “China within [their] china,” an outward 

manifestation of their prioritization of “porcelain’s synecdochical quality of remote exoticism” 

over its association with Chinese cultural identity (Frank 2012:17,19). In this way, Frank argues, 

the importance of Chinese porcelain in American and English colonial markets was that it 

represented “a sign of magnificent commerce” (Frank 2012:19).  
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The positionality of Tonalá Bruñida ware as a colonial period status symbol may be 

understood in a similar manner. While it is known that its wealthy Spanish consumers prized 

Tonalá Bruñida ware for its decorative beauty in addition to its geophagic properties (Charlton 

and Katz 1979:52), this appreciation may be understood as akin to the exoticism referenced by 

Frank (2012:17). Although these ideas were discussed through the lens of historical research in 

Chapter 2, the nuances of these phenomena are more fully approached via consultation with 

individuals with personal stake in the historic and modern production of Tonalá Bruñida ware. 

 As evidenced by this overview, the ethical conduction of scholarship on Tonalá Bruñida 

ware necessitates consultation with the Indigenous artisans that produce it. By prioritizing oral 

histories conferred by modern Tonalá Bruñida ware artisans, first steps are taken to privilege 

their voices and priorities in the research production and dissemination process. These oral 

histories also help in navigating the ethics of revealing certain sensitive information that 

contends with Tonalá Bruñida ware geophagy and its historic/modern exoticization as an 

Indigenous commodity.  

It is important to note that this thesis is not intended as an ideal example of the 

decolonized Indigenous model of research. A fuller execution of this model requires much more 

extensive collaboration with stakeholder communities from the outset of the research process. 

However, this brief overview of decolonization theory and scholarship is provided to credit the 

Indigenous scholars who originally inspired this direction of research. Further, it intends to frame 

this research within an epistemology that accepts the validity of both western and Indigenous 

ways of recording and interpreting the past.  
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3.6. Approaches to the Study of Tonalá Bruñida Ware 

 Of final and utmost importance to include within the scope of this literature review are 

examples of the various approaches taken by modern scholars to the specific study of Tonalá 

Bruñida ware itself. Though scholarly fascination with this ware has existed since at least the 

18th century, primary sources that reference or allude to the production, distribution, and 

consumption of Tonalá Bruñida ware are discussed in Chapter 2. Here, the work of prominent 

scholars who worked directly to analyze the cultural, nutritional, archaeological, and/or historical 

significance of Tonalá Bruñida ware is reviewed. Each of these scholars aided in identifying gaps 

in the knowledge of Tonalá Bruñida ware.  

The works of Thomas H. Charlton and Roberta Reiff Katz (Katz 1977; Charlton and Katz 

1979) represent the most significant literature on Tonalá Bruñida ware. Charlton and Katz’s 

works receive priority here due to their relative importance and impact on the perception of 

Tonalá Bruñida ware in modern archaeology. Katz’s (1977) doctoral dissertation, entitled “The 

Potters and Pottery of Tonalá, Jalisco, Mexico: A Study in Aesthetic Anthropology,” situates the 

production of Tonalá Bruñida ware within the changing socioeconomic environment of the 1960s 

through the 1970s. While the bulk of the dissertation covers the aesthetics of Tonalá pottery, 

describing all its variations in form and design (Katz 1977), the portion of the work that is most 

directly relevant to this thesis is that which covers the fluorescence of the market for Tonalá 

artisan goods in the 1960s and 1970s (Katz 1977:10–11). Alongside the town’s easy access to the 

urban center of Guadalajara for commuters, the increase in demand for Tonalá artisan goods 

contributed to a 72% population increase between 1960 and 1970 (Katz 1977:1).  

Katz (1977:16) remarks that there was once a great concern among Tonaltecans that 

traditional Tonalá agricultural practices would be lost. While in the 1950s and prior, Tonaltecans 
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“cultivated land in the spring and summer and made pottery during the winter,” the changing 

market surrounding Tonalá artisan goods made it “more advantageous to make pottery year-

round” (Katz 1977:15). This concern speaks to a similarity between a historic cultural concern 

for the feared loss of traditional agricultural techniques, which were traditionally passed down to 

children through time spent cultivating land alongside their elders (Katz 1977:16), and the 

concern of modern Tonalá artisans for the potential loss of traditional ceramic production 

techniques due to reduced interest from youth and/or career viability. Further, it is reasonable to 

assume that the centrality of the artisan profession to the cultural identify of Tonalá began 

between the 1960s and 1970s when these demographic and economic changes were occurring.  

In addition to her thesis, Katz coauthored with Thomas H. Charlton the 1979 article 

entitled “Tonalá Bruñida Ware: Past and Present,” which has been highly formative to the 

development of this thesis. This work primarily aims to overview the historic and modern 

production of Tonalá Bruñida ware, surveying the changes to the ware’s styles and its economic 

valuation across time through both archaeological and ethnographic methods (Charlton and Katz 

1979:45). The authors report on the production of Tonalá Bruñida ware in contemporary (late 

1970s) contexts, on the characteristics which distinguish the ware stylistically and 

compositionally, on the importance of the ware in recorded Spanish histories, and briefly, on the 

geophagic traditions associated with the ware as they existed in colonial Spain. Their work 

contributes to the baseline knowledge and understanding of Tonalá Bruñida ware as it exists in 

both present and past forms and must be regarded as basic research which supports the current 

thesis immensely. 

However, a primary argument made by Charlton and Katz (1979:52–53) is that Tonalá 

Bruñida ware was a “colonial development … produced under the direction of the Spanish 
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priests who established themselves [in Tonalá] during the mid-sixteenth century” on the basis of 

some similarities in decoration and form to the contemporaneously popular Talavera ware 

(Figure 7). A Spanish origin for Tonalá Bruñida ware is also proposed by Katz’s thesis, in which 

the claim is based upon lack of “firm archaeological evidence that pottery was … produced in 

Tonalá during pre-Conquest times” and is directly opposed to the testimony of “most 

Tonaltecans,” who argue that ceramic production traditions have been firm in the region since 

“the earliest days of Tonalá’s existence” (Katz 1977:51). The denial of Tonalá Bruñida ware’s 

precolonial origin must at present be considered tenuous at best. Conclusions about the antiquity 

and cultural origin of Tonalá Bruñida ware based on existing Tonalá oral tradition are detailed in 

Chapter 5, and further arguments regarding the antiquity of Tonalá Bruñida ware are presented in 

Chapter 7.  

 
 

FIGURE 7: Spanish Talavera Ware sherd (A) in comparison with Tonalá Bruñida sherd (B) 

(Florida Museum 2026). 

 

A small number of other studies in anthropology and archaeology have involved the use 

of Tonalá Bruñida ware as an example or as an analytical tool. These include an early 

dissertation entitled “Tonalá: A Mexican Peasant Town in Transition” (Diaz 1946) that includes 

an anthropological investigation of the importance of Tonalá Bruñida ware to the town’s overall 

identity and a thesis by Cynthia Lee Smith Sims (2001:188) that considered Tonalá Bruñida ware 

A B 
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as a marker of women’s activity areas at the Presidio Santa María de Galve. However, the works 

of Charlton and Katz remain of primary importance to the direction of this thesis as they 

represent the most comprehensive and dedicated basic research on the topic of Tonalá Bruñida 

ware specifically.  

3.7. Conclusion 

 This literature review surveys the wide variety of scholarly perspectives relevant to 

interpreting the cultural and nutritional significances of Tonalá Bruñida ware. The ethical and 

holistic investigation of the commercial trade and geophagy of Tonalá Bruñida ware is predicated 

on understanding a wide variety of cultural competencies that are made evident through various 

theoretical perspectives and through the successes and limitations of previous studies. 

Ultimately, this thesis aims to build upon each of these past works of scholarship, bringing 

together the strengths of each of them for the benefit of its own rigor and cultural sensitivity. 
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Chapter 4: Methodology 

4.1. Introduction 

The following chapter documents the specific methodologies used to gather the three 

datasets that contribute to this thesis: pedestrian surveys and oral histories, pXRF analysis, and 

ceramic type and form analysis. All of these datasets are essential to address the various research 

aims of this thesis, which are to shed light on the implications of Tonalá Bruñida ware 

consumption – both economic and geophagic – from cultural and nutritional standpoints.  

Pedestrian survey and oral histories were conducted with artisans in Tonalá, Mexico with 

the aim of understanding the local cultural conceptualization of Tonalá Bruñida ware today. In 

general, the methods for collecting these datasets were designed to prioritize the elucidation of 

Tonalá Bruñida ware’s significance as a symbol of Tonalá artisanal culture, as a means of 

economic subsistence, and as an object of geophagic consumption in modern times.  

Additionally, pXRF analysis was conducted on a limited number of Tonalá Bruñida 

sherds with the intention of providing preliminary data on the nutritional value and/or detriment 

of Tonalá Bruñida ware as an object of geophagic consumption. Sherds analyzed using pXRF 

were from the Pillar Dollar Wreck (BISC-35) collection and the City of St. Augustine 

Archaeology Program terrestrial collections, plus some modern Tonalá Bruñida samples donated 

for research purposes by survey participants in Tonalá. 

Finally, ceramic analysis of diagnostic Tonalá Bruñida artifacts from two collections was 

undertaken with a dual aim: to better define the characteristics that inform Tonalá Bruñida ware 

as an archaeological type and to survey the types and variety of vessel forms that were destined 

for consumption in colonial Spain. The collections analyzed included Tonalá Bruñida sherds 

found on the Pillar Dollar Wreck (BISC-35) in Biscayne National Park and on three ships of the 
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1733 Fleet – San José y las Ánimas (8MO101), San Pedro (8MO104), and Nuestra Señora del 

Rosario, San Antonio y San Vicente Ferrer (8MO133). This chapter reviews the process of 

collecting and analyzing each of these datasets in detail to present the theories and intentions that 

informed their design and to document the exact manner in which each dataset was obtained.  

4.2. Oral History and Pedestrian Survey Methodology 

For the purposes of this thesis, the employment of oral history and other pedestrian 

survey methods aids in approaching decolonized scholarship, which aims to re-center historically 

marginalized perspectives. Following in the traditions of many scholars of Indigenous and 

Community-Based archaeology (Moser et al. 2002; Atalay 2006; Schmidt and Kehoe 2019), here 

oral history is employed as an essential good-faith effort to place the voices, experiences, and 

epistemologies of the study population at the forefront of consideration for the thesis. Especially 

given that there is significant potential to inflict damage upon individuals who practice geophagy 

if their practices are mischaracterized or discussed non-consensually, the prioritization of oral 

history in this thesis represents a necessary step in obtaining consent to discuss these themes. 

These oral histories, alongside other survey data, provide essential guidance for appropriately 

approaching these topics from individuals who have a personal stake in their elaboration.  

The use of oral history within this thesis is not only ethically necessary, but also practical. 

Owing to the lack of a written record for a majority of precolonial Latin American history, the 

geophagy of Tonalá Bruñida vessels that occurred in Mexico during this time period was not 

recorded with the same degree of specificity afforded to its record among practicing European 

populations (d’Aulnoy 1691:243–244; Calvo 1850:170; de la Mota Padilla 1870:43–44; Charlton 

and Katz 1979:52). This deficit in the written record makes oral traditions a primary resource in 

exploring the potential origins of the practice. Further, oral history is essential to elucidate the 
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ways in which these stakeholder communities place significance on Tonalá Bruñida wares 

through the lens of their own cultural experience. By designing oral history interview questions 

in an open-ended manner, interviewees are invited to discuss the topics that are of greatest 

interest to them. This provides access to an emic perspective that informs the analysis of 

historical, oral history, and archaeological data alike. 

The oral histories collected for this thesis were designed based on guidelines set out by 

the Oral History Association (OHA) (Oral History Association 2025). Their best practice 

guidelines, which are freely accessible to the public, provide structure and recommendations for 

the ethical conduction of all phases of oral history interviews, including preparation, 

interviewing, preservation, and archiving.  

4.2.1. Question Development 

Prior to conducting interviews and meeting participants, a standardized questionnaire was 

drafted to be used as a basic structure for all interviews (Appendix A). This ensured that the 

results of all interviews would be comparable, since they all provide a degree of insight into a 

minimum number of key questions and topics. However, the questionnaire was intentionally 

structured in an open-ended format, as recommended by the OHA (2025). In addition to allowing 

participants to easily decline to speak on a certain topic with which they might not be 

comfortable, structuring oral history interviews within an open-ended framework benefits the 

flow and pacing of discussion by allowing participants to direct the conversation within set 

boundaries, and even to breach those boundaries if appropriate. An open-ended framework also 

provides another layer of data regarding the choices that any individual interviewee makes in 

shifting the direction of the interview or highlighting one specific topic over others. This element 

of meta-data represents one of the greatest strengths of oral history as a methodology. When 
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interpreted across multiple interviews, it can provide a greater insight into stakeholder 

perspectives and the cultural norms that inform their relationship to the topic at hand.  

 The interview questions themselves were developed in a manner intended to directly 

address the overarching research questions of this thesis. Namely, they sought to elucidate the 

interviewee’s level of experience and closeness with the production of Tonalá Bruñida wares, 

how they contribute to their livelihoods through its sale, what they perceive as distinct about the 

ware itself, and whether they have any knowledge of the history of Tonalá Bruñida ware 

geophagy (Appendix A). Finally, concluding questions asked participants to reflect on their 

personal perception of the significance of Tonalá Bruñida ware (i.e., what it means to them), and 

provided space for participants to reflect on any further topics that they wanted to discuss outside 

of the standard questions (Appendix A). To the best of the author’s ability, this questionnaire was 

written in Mexican vernacular Spanish for ease of delivery. An English translation of these 

questions is also provided for the benefit of the reader (Appendix A).  

 These questions were intended to primarily address Research Question 1, “What cultural 

values are inherent to the consumption of Tonalá Bruñida ware?” and its sub-questions. This 

research question is aimed at understanding the consumption of Tonalá Bruñida ware in both an 

economic and geophagic sense. These two modes of Tonalá Bruñida ware consumption are 

inherently related, especially in the ware’s historic context of colonial distribution.  

Additionally, a close examination of the cultural context in which the ware was 

developed hoped to shed light on the origins and potential purposes of its geophagy, providing 

data that partially helps to address Research Question 2, “What is the nutritional value of Tonalá 

Bruñida ware?”. It is recognized that the oral traditions and personal perspectives provided by 

Tonalá artisans cannot be viewed as a replacement for direct historical or archaeological data. 
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However, the artisans’ culturally mediated perceptions of Tonalá Bruñida ware as both a 

consumer product and as a key element of their culture and history provides invaluable insight 

into its development as an object of geophagic consumption.  

4.2.2. Participant Selection 

In total, three oral histories were conducted. It was recognized that working Tonalá 

artisans would likely be able to provide the most intimate and personally informed perspective 

on the significance of Tonalá Bruñida ware in a modern, and potentially historic, context. 

Therefore, all interviews were conducted with practicing artisans who hail from families that 

have practiced the technique for generations.  

Sincere thanks and credit are owed to a local professor, Dr. Isaías Hernández Estrada, for 

facilitating contact with the first two interviewees, both of whom he knows personally through 

his own research. The third interviewee was identified as a potential candidate when his studio 

was encountered during additional pedestrian survey. His phone number was found on his 

professional website, and he agreed to an interview after a brief conversation.  

4.2.3. Interview Methodology 

Each oral history interview was conducted entirely in Spanish using a standardized 

workflow (Appendix B). The first step prior to each interview was to make introductions and 

form a rapport between interviewer and interviewee, to inform the interviewee of the general 

process and aims of oral history and how the information that they provided would be used, to 

brief the interviewee on the expected length of the interview and on the recording methods, and 

to discuss the interviewee’s own expectations for the interview and to address any questions. 

Following this thorough briefing, consent forms were signed (Appendix C). All three prospective 

interviewees opted to participate in the interview process and provided consent after being 
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informed of the interviews’ research purposes and anticipated publication. This process of 

ensuring informed interviewee consent is compliant with accepted best practices for the 

conduction of oral history (Oral History Association 2025). 

 Following the introductory process and the signing of consent forms, the interviews 

began. Each interview was recorded in its totality using the RODE Reporter App for iOS with an 

iPhone XR’s built-in microphone. The interviews were saved in .wav audio file format and they 

have since been backed up to multiple hard drives. Process notes and observations were also 

recorded in a field notebook throughout each interview.  

All interviews began with a standardized lead-in in the Spanish language (Appendix B, 

English translation provided). As recommended by OHA (2025), the lead-in aids in the 

standardized documentation of important facts within the actual audio file for each interview, 

including the reason that the interview was conducted, the names of the interviewer and 

interviewee, the general topic covered by the interview, the date, and the setting. Following this 

lead-in, each interview began with the first open-ended question on the questionnaire and 

proceeded in a co-directed manner in which the interviewer ensured that all six standardized 

questions were asked, but the flow of the conversation was largely directed by the interviewee.  

 At the end of each interview, the interviewee was thanked for their time and experience 

before the audio recording was terminated. After terminating audio recordings, the interviewer 

completed the Key Terms and Summary sections of each consent form (Appendix C), and deeds 

of gift, drafted in Spanish, were signed and retained by both interviewer and interviewee 

(Appendix D). These deeds of gift serve as a record that each interviewee dedicates the contents 

of their own interview as a functional gift to the interviewer for the purposes of thesis research 

and analysis, and it gives all rights to the recorded contents of these interviews to the author of 



 

 70 

this thesis. An English translation of these deed of gift forms has also been reproduced here 

(Appendix D).  

The audio recording of each interview was transcribed using a combination of software-

aided and manual transcription. TurboScribe was the software chosen to make the initial 

transcriptions of all three interviews, as it has the capability to transcribe audio files in a wide 

variety of source languages and generally produces reliable Spanish language transcriptions that 

account for a multitude of accents. However, the transcriptions produced by TurboScribe are 

unable to account for specialized vocabulary, such as the phrase “Tonalá Bruñida,” and therefore 

required manual correction for a variety of transcription errors. All TurboScribe transcriptions 

were manually reviewed by the interviewer while listening to the audio files to ensure their 

accuracy, a necessary step to facilitate reliable cross-textual analysis. The manually corrected 

transcriptions of all oral history interviews can be found in Appendix E.  

4.2.4. Other Pedestrian Survey Methods 

In addition to the three oral history interviews, a variety of other survey methods were 

employed with the aim of documenting the significance of Tonalá Bruñida ware and 

related/descendant wares to the broader community of Tonalá. These included spontaneous 

conversations with local Tonalá artisans, vendors, and other stakeholders and a general landscape 

survey. The survey was conducted largely on foot with occasional assistance from a local taxi 

service.  

Twelve conversations occurred primarily on the basis of opportunistic encounters with 

Tonalá citizens. Information gleaned from public maps and from speaking with the oral history 

interviewees revealed locations and events of interest, including several legacy pottery studios 

that are part of Tonalá’s Corredor de Talleres Artesanales, or Artesanal Corridor for Tourists, a 
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local heritage trail intended to guide tourists in visiting Tonalá’s traditional vendors. At these 

workshops and at the Tianguis, Tonalá’s traditional artisan market, Tonalá artisans were asked 

many of the same questions that were asked of the oral history participants, with the main 

difference being that their responses were not recorded in formal audio format. Instead, notes 

were simply recorded in a field notebook during the conversation, and summarized key thoughts 

were summarized after each encounter was over. Each participant gave explicit consent for the 

information that they provided to be used within this thesis for research purposes. However, the 

names of these participants are not reported, and their responses are generally synthesized for the 

purpose of analysis. 

The landscape survey also took place largely opportunistically. By observing local 

signage and by tips from survey participants, locations and events of interest were identified. 

These included local museums, public art installations, and the Tianguis artisan market, among 

others. Detailed photographs were taken with a Canon Rebel SL2 DSLR camera at each setting 

as relevant, using scale bars where appropriate. For photographs taken at local museums, at the 

Tianguis, and within any other private locations such as storefronts, explicit permission was 

obtained from the relevant parties to reproduce these images for research purposes. This 

landscape survey provided further context on the ways in which the production of artisan goods 

in Tonalá continues to be embedded within the town’s identity and culture.  

4.2.5. Limitations 

The primary limitation inherent to these oral history and pedestrian survey methods is the 

decision not to produce English translations of the oral histories in their entirety. Relaying 

information without distorting meaning is a prominent methodological and ethical concern 

within the field of translation. These concerns are even more significant because the information 
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presented within these oral histories is sensitive, and there is potential for social harm to the 

participants should their opinions or experiences be misconstrued. Further, automated translation 

services are not considered reliable by any reputable standard of translation best practices. For 

this reason, translation software was not used to produce large-scale English translations of these 

interviews. Because of the great time commitment that would be required to translate these 

interviews in their entirety, only select key passages were translated into English for the purposes 

of illuminating the interviews’ greatest themes. These themes and translated passages can be 

found as they are relevant to analysis throughout Chapter 5. 

4.3. pXRF Methodology 

 In addition to this oral history and pedestrian survey data collection, pXRF analysis was 

conducted on a select number of Tonalá Bruñida sherds from both terrestrial and underwater 

contexts. This pXRF analysis intended to contribute to an answer for Research Question 2, 

“What is the nutritional value of Tonalá Bruñida ware?”, alongside the conclusions that may be 

drawn from the collected oral histories and other survey datasets. pXRF analysis was chosen for 

this purpose due to the accessibility of this technology at the Queen Anne’s Revenge 

Conservation Lab (QAR lab), located nearby to the East Carolina University main campus, and 

due to the inability to perform destructive analyses on the archaeological ceramics sampled. A 

small selection of archaeological ceramics from underwater contexts (BISC-35) and terrestrial 

contexts (City of St. Augustine Archaeological Collections) were analyzed. In addition, one 

pXRF measurement was collected from a Tonalá Bruñida ware tile produced specifically for this 

purpose by a survey participant, in June 2024.  
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4.3.1. Data Collection Methods and Parameters 

 This pXRF analysis was conducted with the assistance of the staff at the QAR lab using 

their Bruker Tracer III model pXRF. It should be noted that the Bruker Tracer III pXRF uses a 

rhodium anode, meaning that rhodium appears as a peak on every measurement collected. 

Throughout the analysis process, the instrument was stabilized using a test stand, and ceramic 

samples were positioned atop the sampling surface. Ceramic specimens were not prepared or 

altered in any manner before analysis, barring the typical cleaning which is performed on 

artifacts from terrestrial contexts and the basic conservation procedures which are necessary for 

the primary preservation of waterlogged ceramics.  

In accordance with the recommendations for conducting pXRF analysis on ceramic 

samples (Speakman 2011:14), Bruker’s green filter (excites elements from iron to molybdenum; 

optimized for detection of rubidium through niobium) was used throughout the majority of the 

analysis. The only exception is a single decorated spot on a BISC-35 sherd from which two 

measurements were collected, one using the green filter and one using the yellow filter 

(optimized for detection of elements Titanium to Gold and from Tungsten to Bismuth) for 

comparative purposes.  

While lighter elements including calcium, potassium, and others may have been detected 

using the vacuum without a filter (Speakman 2011:13), the use of the green filter with no 

vacuum was selected both to increase the speed of analysis as necessitated by time limitations 

and for the green filter’s sensitivity to elements of interest including Iron and Lead (Speakman 

2011:14). All measurements were collected within the parameters of QAR’s established 

standards for pXRF analysis, with voltage set at 40 kilovolts (kV), current set to 11 

microamperes (μA), and for a duration of 30 seconds (Kimberly Kenyon 2025, pers. comm.).  
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4.3.2. Sample Selection 

 The nine ceramic sherds (and one modern tile) selected for pXRF analysis were chosen 

with the primary aim of sampling the spectrum of elemental variation in Tonalá Bruñida pastes 

and surface treatments. With these aims in mind, sherds of variable appearance in paste and 

decoration colors were chosen. An additional goal of this analysis was the observation of any 

impacts on Tonalá Bruñida ware elemental composition that are imparted by different 

depositional contexts (e.g., terrestrial or underwater), and another was to facilitate the 

comparison of archaeologically recovered materials against the modern Tonalá Bruñida ware 

sample.  

pXRF measurements were taken on the interior (concave) surface, exterior (convex) 

surface, and paste (broken edge) surface of sampled sherds. However, not all collected data 

points were utilized in the final analysis. Based on a later review of best practices for pXRF 

analysis for ceramics, it is now understood that the highest reliability of pXRF measurements is 

obtained when the smoothest and flattest possible surface on any given sample is analyzed 

(Frahm 2024:25). Concave surfaces and broken edges are some of the least ideal morphologies 

for obtaining valid pXRF readings, while convex surfaces provide better results (Frahm 

2024:25). Measurements taken on interior (concave) Tonalá Bruñida ware surfaces were 

therefore discarded entirely. However, measurements taken on paste (broken edge) surfaces were 

still included in the final analysis due to their singular ability to show the elemental composition 

of Tonalá Bruñida paste without interference from slips or other surface treatments. This was 

undertaken with the understanding that the confidence with which these data points can be 

reliably analyzed is relatively low. Some sherds were sampled at a variety of exterior (convex) 

locations in order to facilitate comparison of different slips and pigment colors. 
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4.3.3. Analytical Methods 

 Although pXRF analysis can provide quantitative data on the concentration of elements 

within samples, the conditions required to achieve this in the context of ceramic analysis were 

not attainable within the scope of this thesis (Shugar 2013:190). These conditions are further 

discussed in the following limitations section. However, by approaching this pXRF dataset 

through the lens of qualitative analysis alone, many of the concerns pertaining to the validity of 

the resulting conclusions and interpretations are eliminated, and the broad-level comparison of 

the elemental composition of sherds from different contexts remains possible. 

Methodologically, this “qualitative analysis” is achieved by reporting the presence or 

absence of elements within any given sample without considering their relative concentrations. 

For each pXRF measurement taken on Tonalá Bruñida sherds, all present elements were 

recorded in a table in Microsoft Excel alongside the context from which the sherd came (e.g., 

BISC-35, City of St. Augustine Archaeological Collections, or modern sample) and a description 

of the site sampled (e.g., paste, slip, or paint). By cross-referencing the resulting data, the 

frequency at which a given element (e.g., iron) was found to be present at a given sampling site 

(e.g., slip) or context (e.g., BISC-35) was then recorded. This process was able to generally 

indicate the differences between Tonalá Bruñida ware composition across its physical features 

and demonstrate the impacts imposed by its depositional context. Each of the elements present 

were then assessed and discussed in reference to the significance of their relationship with the 

potential nutritional values (or detriments) imparted by Tonalá Bruñida ware when ingested in 

the context of geophagy.  
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4.3.4. Limitations 

Attempting to use pXRF technologies for the quantitative analysis of ceramics is 

complicated due to their inherent porosity and compositional heterogeneity (Shugar 2013:183; 

Frahm 2024:28), since both factors can interfere with the uniform fluorescence of the secondary 

x-rays that the pXRF instrument uses to measure the elements present and their precise 

concentrations. In Shugar’s (2013:185) test of various methods for pXRF analysis of ceramics, 

drastically different quantitative data (i.e., elemental concentrations) were indicated for the same 

sherd when analyzed under different conditions (i.e., its slipped surface, on the same surface 

scraped clean, and when the sherd was ground into a fine powder). His results indicate that 

accurate and replicable quantitative pXRF analysis is obtained only through the homogenization 

of ceramics by grinding them into a fine powder (Shugar 2013:185). These conditions could not 

be met within the scope of this thesis since permission to conduct destructive analyses was not 

pursued. However, qualitative data (i.e., the elements that were indicated to be present within a 

sample) stayed the same across all different methodologies that Shugar (2013:185) tested. 

Therefore, accurate and replicable qualitative pXRF data can be obtained from ceramics without 

destruction. The qualitative results obtained from this pXRF analysis provide a sufficient answer 

to Research Question 2 in an exploratory sense, leaving ample opportunities for future research 

to be conducted along this same avenue.  

Additionally, it is important to recognize the issues brought about by QAR’s specific 

pXRF machine in considering limitations to this analysis. The Bruker Tracer III pXRF utilized at 

the QAR lab has a known calibration issue (Kimberly Kenyon 2025, pers. comm.). All Bruker 

Tracer III model pXRF machines require regular servicing by Bruker technicians to ensure 

accurate calibration, and this service was discontinued by Bruker in 2021 “when the Tracer III 
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models were declared at their end-of-life” (Frahm 2024:15). The Tracer III pXRF used at the 

QAR lab is therefore uncalibrated, which prevents the device from producing readings that are 

completely accurate. In spite of this, the staff at the QAR lab are experienced in interpreting their 

machine’s “skew” and have aided in the interpretation of results (Kimberly Kenyon and Elise 

Carroll 2025, pers. comm.). Staff expertise in this area greatly improves the reliability of the 

resulting qualitative pXRF datasets, but this “skew” constitutes another factor that hindered the 

possibility of obtaining reliable quantitative pXRF data.  

Finally, it should be recognized that pXRF analysis in general is limited in its ability to 

pick up on light elements without the application of a vacuum (Speakman 2011:13–14). As 

previously mentioned, the use of a vacuum in this pXRF analysis was not possible due to time 

constraints, meaning that some elements of nutritional interest (e.g., calcium and potassium) are 

not reflected in the pXRF results. Exploring whether light elements such as these are present or 

absent in Tonalá Bruñida ware is yet another promising future research venture that merits 

exploration. 

4.4. Ceramic Analysis Methodology 

As the final component of data analysis, traditional ceramic analysis of several 

assemblages of Tonalá Bruñida ware from 18th century Spanish shipwrecks was undertaken. One 

aim of this analysis was to better define the characteristics of colonial period Tonalá Bruñida 

ware to improve upon its existing typological descriptions, which are detailed in Chapter 1. 

However, the primary intention that drove the methodological development of this analysis is 

found in Research Question 3, “How does a ceramic form analysis of Tonalá Bruñida ware 

collections recovered from 18th century shipwrecks inform its function and valuation in colonial 

period Spain?” The following section presents a brief review of literature which informed this 
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analysis, lists the methods and tools used within it, and recognizes limitations to this analysis that 

derive from the recovery methods used to obtain the collections analyzed. 

4.4.1. Background 

The scaffolding for this analysis of Tonalá Bruñida ware in the context of Spanish 

colonial shipwreck collections was derived primarily from the compositional, decorative, and 

form descriptions of the ware outlined by Charlton and Katz (1979) and summarized by Deagan 

(1987). This scaffolding was also influenced by the vessel form descriptions provided in the 

report of the investigation of El Nuevo Constante (Pearson and Hoffman 1984), literature on 

búcaro ceramic forms from multiple Latin American cultures (Rovira and Gaitán 2010), and the 

known importance of Tonalá Bruñida ware to the culture of chocolate consumption in colonial 

Spain (Graham and Skowronek 2016). Based on this body of literature, the following ceramic 

analysis methodology was designed to answer research questions about the production, 

distribution, and consumption histories surrounding Tonalá Bruñida ware in the colonial context.  

4.4.2. Data Collection Methods 

Due to the desire to better understand the factors which influenced the marketability and 

consumption of Tonalá Bruñida ware in colonial Spain, vessel form analysis was of high priority 

to this thesis. Fortunately, the 1733 Fleet Tonalá Bruñida ware collection, which served as the 

largest and primary ceramic collection for this analysis, was already divided on the basis of 

vessel parts. Due to the lack of contextual recording during artifact recovery on the 1733 Fleet 

shipwrecks, the Tonalá Bruñida sherds gathered from these wrecks were simply divided into 

large bags dedicated to handles (1975.8.156.1), bases (1975.8.157.1), rims and near rims 

(1975.8.155.1), and body sherds (1975.8.249.1; 1975.8.250.1) respectively. The only exceptions 

are a few complete vessels and significantly decorated or well-preserved sherds, each of which 
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bears a dedicated accession number (1975.8.400.1, 1975.8.400.2, 1975.8.400.3, 1975.8.400.4, 

1975.8.400.5, 1975.8.400.6, 1975.8.414.1, 1975.8.441.1, 1975.8.442.1, and 1975.8.153.1). This 

preexisting organization was an overall advantage for conducting vessel form analysis. However, 

it also served to make certain “growing pains,” which resulted from methodological 

improvement across different phases of data collection, apparent in the resulting data. Although 

the most efficient (and preferred) method of data collection was used on the rims and near rims, 

the final category to be analyzed, the evolution of methods used is documented here for 

transparency. Because sherds from the Pillar Dollar Wreck (BISC-35) were analyzed last, the 

method used in their analysis corresponds to that used on the 1733 Fleet collection rims.  

All profile drawings of determined handle, base, and rim forms were created as 1:1 

representations of actual sherds in profile using paper and pencil. These were later digitized 

using Adobe Illustrator. All small-scale measurements (i.e., 20 centimeters (cm) or less) were 

taken using Control Company Traceable digital calipers (model 3415, S/N 140311488). Where 

applicable, diameter measurements were taken using a standard ceramic rim diameter chart that 

was properly scaled and printed on 8.5 x 11 inch (in.) printer paper. All sherds were weighed on a 

Bonvoisin 5000-gram (g) capacity digital scale with the capability to display weight in 

increments of 0.01 g.  

Artifact photographs were captured using a Canon Rebel SL2 camera with a 15–18-

millimeter (mm) lens on a tripod setup. Artifacts were set up inside a lightbox with a standard 

white background for lighting consistency across all photographs, and all photographs included a 

10-centimeter scale bar.  

Paste, surface treatment, and decoration colors for each sherd were recorded in a 

standardized manner using a Munsell Soil Color Book (2009 Revised, 2013 Production). Tonalá 
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Bruñida artifacts often bear evidence of uneven firing, prominent dark cores, and other features 

that make it difficult to assign a single paste color; however, for the sake of easy comparability, a 

single “average” paste color was chosen for each sherd which best matched its most prominent 

paste color, excluding tones that were part of a dark core. In contrast, multiple Munsell colors 

were often indicated for decorations in order to properly represent the various fields of color 

present on the sherds’ surfaces.  

 Throughout the course of this ceramic analysis, a standard proforma was used to ensure 

collection of cross-comparable data. This proforma was created on Microsoft Excel, and it was 

based on those used by Jennifer McKinnon (2002) for her Master’s thesis data collection with 

expansions to account for the form-specific data collection that was a key goal of this analysis. In 

this proforma, each row of cells corresponds to one ceramic artifact, and each column pertains to 

a specific piece of data to be collected from that artifact. For all artifacts across the entire 

analysis, the following data points were logged: collection number, site number, FS number if 

applicable, photo numbers, photo dates, ware, sherd type (i.e., handle, base, rim, or whole/partial 

vessel), presence or absence of burn evidence, surface treatments present (i.e., slip, paint, and/or 

burnish, or none), decoration present (“floral,” “geometric,” “unidentifiable,” or “none,” with 

detailed descriptions), paste color, decoration and surface treatment colors (if applicable), body 

thickness in millimeters, and weight in grams. Whole vessels and some noteworthy sherds 

received a more detailed description.  

 In addition to these data points, certain other data points were collected for various types 

of sherds, where applicable. For the complete or nearly complete vessels, a full panel of 

diagnostic measurements was collected, including all of the aforementioned measurements and: 

ring foot thickness, ring foot height, ring foot diameter, rim thickness, rim diameter, minimum 
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and maximum handle width, minimum and maximum handle thickness, and handle length, all in 

millimeters. Hand drawings were made of whole vessels in multiple views at a 1:1 scale, 

allowing the exact layout and appearance of decorative elements that may not have appeared in 

photographs to be noted.  

Sherds featuring handles were assigned one of two qualitative handle forms, “round” (R) 

or “flat” (F). Specific data collected from sherds featuring handles included: minimum and 

maximum handle width (parallel to vessel surface), minimum and maximum handle thickness 

(perpendicular to vessel surface), handle length, maximum width of handle “void,” distance of 

handle projection from vessel sidewall at handle midpoint, and handle upper and lower distance 

from rim, all reported in millimeters. Additionally, whether the handle was applied using direct 

attachment or “folded” technique was recorded.  

Sherds featuring bases were assigned one of three qualitative base forms, “short ring” 

(SR), “tall ring” (TR), or “flare base” (FB). Specific measurements collected on sherds featuring 

bases included: minimum and maximum foot thickness, foot height, and foot diameter, all in 

millimeters. Additionally, sherds whose interior basin was intact sometimes featured a stamped 

decoration on their interior. If the interior basin of a sherd featured a stamped decoration, this 

was noted, and it was assigned one of the following categories of stamp motifs: “linear circle,” 

“center dot,” “dot circle,” “radial sunburst,” “radial points,” “irregular,” or “linear circle and dot 

circle.” The number of occurrences of each element was also recorded (e.g., a notation of “linear 

circle (4)” indicates four concentric linear circles stamped on the interior basin).  

Finally, specific measurements collected on sherds featuring rims included: rim thickness 

and rim diameter, both in millimeters. Other rim-specific measurements varied based on form. 

For example, the collared bowl described by Pearson and Hoffman (1984:194) was the most 
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common rim form identified, and in this case, the height of the collar in millimeters was recorded 

if intact. If a sherd featured a bezel between the vessel’s lower bowl basin and its collar, the 

height of this bezel was recorded in millimeters. For sherds which featured scalloping, the width 

of scallops in millimeters was measured. For vessels in plato, or plate, forms, marley length in 

millimeters was recorded where complete. Likewise, vessel forms including necks, neck height 

and thickness in millimeters were recorded.  

All rim sherds found within the collection of “rims and near rims” (1975.8.155.1) 

received a letter designation for one of 15 vessel form types that are detailed in Chapter 6. 

Because these rim/vessel form types were not determined until the dedicated bag of rims 

(1975.8.155.1) was analyzed, sherds from the dedicated handle (1975.8.156.1) and base 

(1975.8.157.1) bags that happened to feature rims did not receive this letter designation. The 

same data points, including photographs, descriptions, colors, and measurements, were collected 

for Pillar Dollar Wreck sherds (BISC-35) as applicable, using the same proformas and 

methodologies that were utilized on the 1733 Fleet sherds.  

Throughout this analysis, the use of the proformas as described above was consistent, and 

data derived from sherds from across the entire analyzed collection is cross-comparable. 

However, the “growing pains” described earlier in this chapter are evident in the chronological 

evolution in methods when it came to assigning identifying numbers to specific sherds. The first 

specimens analyzed were select complete vessels and significant sherds from the 1733 Fleet 

wrecks. Each of these pieces bears its own catalog number on a dedicated tag and bag, as is 

typical for many collections. However, as previously mentioned, the rest of the collections 

analyzed from the 1733 Fleet wrecks lack context. Therefore, they all exist within a set of three 
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catalog numbers based solely on sherd features (handle, base, and rim). These collections 

comprise the majority of the sherds analyzed for the purposes of this thesis. 

When analysis of these sherds began, the bag of handle-bearing sherds (1975.8.156.1) 

was approached first. It quickly became evident that most of the sherds featured no specific 

designation number, and assigning numbers to each sherd by writing on them was not an option. 

At the time, there was no known way to separate one sherd’s data points from any other in the 

context of the Excel dataset being produced, barring the collection of every necessary data point 

for each sherd within a single session. In the absence of a solution, analysis proceeded in exactly 

that manner: every necessary data point, including qualitative data, diagnostic measurements, 

and photographs, was gathered for each individual sherd before moving to the next. This allowed 

for the proper collection of data, in which each data point was correlated to every other data 

point derived from the same sherd. However, in addition to making the process slow and 

cumbersome, this method still failed to correlate the data points collected to an exact sherd in a 

manner that would be easily identifiable to a future researcher. This was accepted as inevitable at 

the time, and as a compromise, a selection of twelve sherds that represented the breadth of 

morphologies present within each handle type (six each within the round and flat types) was 

photographed with invented catalog numbers written on slips of paper.  

The methodologies described above were successful in providing a representative, varied 

sample of handle presentations and associated data which could be correlated back to a specific 

sherd, but the execution of this process for every sherd in the collection would have been time 

prohibitive. Midway through the collection of data on these handle sherds, colleague Ian 

Shoemaker, who assisted with analysis, devised a method for assigning a number to every sherd 

without needing to write on them or photograph every sherd individually. He produced a variety 



 

 84 

of grids using the Table feature on Microsoft Word. These grids could accommodate sherds of 

varying sizes, ranging from a grid of 30 squares which fit tiny sherds, 25 squares which fit small 

sherds, 16 squares which fit medium-sized sherds, and eight squares which fit large sherds (see 

Appendix F for example of eight-sherd grid). Several sheets of each grid size were printed on 

8.5x11 in. printer paper. Each sheet also featured blank spaces to indicate key information about 

the sherds being displayed, including bag number (i.e., 1975.8.156.1), bag description, date 

started, date finished, and initials of the person completing the analysis. Most importantly, each 

grid included a blank space in which an arbitrary “grid number” could be written. Beginning 

with “1” and counting upward, grids were assigned a number, and one sherd was placed within 

each square of each grid. Two scaled photographs of the sherds arranged on each grid were then 

captured, one for each side of the sherds (Figure 8). In this way, a photographic record was 

produced which correlated every specific sherd to its collection number, grid number, and square 

number. For example, a handle sherd appearing in the fourth square of grid number “2” may be 

numbered “1975.8.156.1–2.4” and recorded as such within the proforma. When analysis of a 

new bag began, grid numbers started again at “1.” 

Using these grid photographs and the numbering system, will allow any future researcher 

to correlate each sherd to its recorded data in the proforma. This system proved to be effective 

for this purpose. It also had the added benefit of allowing like tasks to be completed for many 

sherds at once, such as weighing all sherds from one grid in succession, which drastically 

increased the speed of the analysis process.  
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FIGURE 8: Photograph showing interior side of base sherds [FBAR collection numbers 

1975.8.157.1–7.1 through 1975.8.157.1–7.25] as an example of the grid-numbering (Photo by 

author).  

 

A total of 32 handle sherds were analyzed before the employment of this grid system that 

were also not a part of the “representative sample” of flat or round handle morphologies. 

Although these 32 sherds may theoretically be correlated to the appropriate data in the future by 

comparing their weight to that recorded in the proforma, the relative difficulty that a future 

researcher would encounter in doing this represents a limitation of this thesis. 

However, this grid system was used for all remaining base (1975.8.157.1) and rim 

(1975.8.155.1) sherds from the 1733 Fleet, meaning that all of these sherds can be correlated to 

their measurements with relative ease using this photographic record. The efficiency of this grid 

method was further improved during the analysis of rim sherds, which took place last. In this 

case, grid numbers were not assigned arbitrarily; instead, all sherds were sorted into one of the 

15 identified rim forms before data collection began, allowing all examples of a given rim form 

to be grouped together in one grid or a few consecutive grids for better organization.  

In contrast, the Pillar Dollar Wreck sherds were excavated and bagged in context. This 

collection also comprises a much smaller number of sherds. Because of these factors, grids 
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simply served to organize sherds within a separate FS number (if necessary) during the analysis 

of BISC-35 sherds. Grids were not required to structure the recording of sherd details as they 

were in the analysis of the 1733 Fleet collections, and therefore they were not used if it was 

possible to distinguish between sherds based on descriptors.  

4.4.3. Analytical Methods 

 The methods described above yielded a wealth of specific data about Tonalá Bruñida 

ware and the spectrum of its presentations within the 1733 Fleet and Pillar Dollar Wreck 

collections. To the end of producing a more detailed typological description of Tonalá Bruñida 

ware in a general sense, data collected from across the collections was tallied, summed, and 

averaged where appropriate to aid in drawing conclusions about the most common presentations 

of certain Tonalá Bruñida ware features.  

The frequencies of discreet and qualitative Tonalá Bruñida ware traits, such as evidence 

of burning or stamped basin decoration, were assessed by reviewing all data collected and 

comparing the rate of their occurrence against other sherds within a respective collection and 

then across the entire assemblage. In specific terms, each occurrence of a certain trait was tallied 

within its respective collection. Following this, the frequency at which each trait occurred within 

a collection was calculated and listed alongside its rate of occurrence in all other collections for 

comparison. Finally, occurrences of the trait were tallied across all collections to facilitate the 

calculation of its frequency across the entire assemblage. As an example, the frequency of floral 

painted decorations was calculated by tallying its occurrences within a certain collection (e.g., 

two out of 47 sherds from BISC-35, or 4.26%) and then across the entire assemblage (e.g., 36 out 

of 648 sherds across the assemblage, or 5.56%). Assessing the frequency of traits in this way 

accounts for the disproportionate contribution of sherds to the assemblage from each individual 
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shipwreck (i.e., Nuestra Señora del Rosario, San Antonio y San Vicente Ferrer contributed 592 

Tonalá Bruñida artifacts to the assemblage, whereas the Pillar Dollar Wreck contributed only 47). 

The results of these calculations can be seen in Appendix H. The frequencies of base, handle, and 

rim forms across the assemblage – which were essential to the primary analysis described within 

the body of the chapter – were calculated in the same manner. 

However, correcting the bias caused by this disproportionate distribution of artifacts 

became more complicated when reporting on quantitative data. A simple average was taken for 

each feature measured across all shipwrecks, but a weighted average was required to account for 

this bias when reporting on the average measurement for that feature across the entire 

assemblage. Taking rim diameter as an example, the average measurement within Nuestra 

Señora del Rosario, San Antonio y San Vicente Ferrer (137.56 mm) was easy to calculate by 

summing the rim diameter measurements from each relevant sherd and then dividing by the 

number of measurements (n = 307). However, the average rim diameter on the Pillar Dollar 

Wreck is reported to be just 37 mm because only one sherd from this collection had a rim that 

was sufficiently intact to obtain its diameter. Because there is such a drastic difference in the 

number of sherds contributing to the average rim diameter measurement for each of these 

collections, calculating their simple average would result in a number that is far removed from 

the typical presentation of Tonalá Bruñida ware rim diameters. Therefore, a weighted average 

was required to account for the bias caused by the uneven distribution of sherds across the four 

collections consulted. The results of these calculations can also be seen in Appendix H. 

4.4.4. Limitations 

In addition to the limitations described above which relate to the 32 handle sherds that 

did not receive an individual identification number, a few other limitations regarding the ceramic 
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analysis data collection should be reviewed. First, since vessel form analysis was of the highest 

priority for answering the research questions of this thesis, body sherds (i.e., sherds not featuring 

a handle, base, and/or rim, including those found in bags 1975.8.249.1 and 1975.8.250.1 of the 

1733 Fleet collections and throughout the BISC-35 collection) were entirely excluded from 

ceramic analysis for the sake of time. While this exclusion has no effect on the representative 

sampling and analysis of Tonalá Bruñida ware forms, it does represent a limitation regarding the 

documentation of a completely representative count and weight of Tonalá Bruñida sherds on 

these shipwrecks, and it also eliminates the possibility of calculating the frequency of a given 

qualitative trait (e.g., painted decorations) across the entire assemblage. 

Of greater importance is the fact that the 1733 Fleet artifacts were recovered without any 

record of their context. Because these sites were first encountered and excavated by treasure 

hunters, not by archaeologists (Cabading 2022:45), no context was recorded for the Tonalá 

Bruñida sherds that now comprise the 1733 Fleet collections. This is the origin of the 

aforementioned issues that arose from the sherds simply being bagged together with all other 

sherds that feature the same form elements. The lack of context also obscures information that 

could theoretically be learned from the distribution of these artifacts on the ship sites from which 

they were recovered.  

Similar bouts of salvage have impacted the contextual integrity of the Pillar Dollar 

Wreck. Treasure hunters have reported looting artifacts from the Pillar Dollar Wreck as early as 

1963, and the site’s reputation among locals has led to continued looting even today, in spite of 

Biscayne National Park’s measures to prevent this (McKinnon 2016:1–2). Archaeological 

investigations conducted on the site yielded little in the way of material culture, “likely due to 

the unchecked treasure hunting and looting that has occurred at this site for decades” (McKinnon 
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2016:1). The consistent looting and disturbance of the Pillar Dollar Wreck means that the 

collections recovered by archaeologists are likely lacking original context and cannot be 

considered a representative sample of the assemblage once present on the site.  

Despite these limitations, best efforts were made to answer Research Question 3 and its 

sub-questions using the ceramic analysis methodologies presented here. The results of these 

methods are reviewed in Chapter 6. 

4.5. Conclusion 

 Taken separately, each of the methodologies discussed within this chapter was designed 

to address only a portion of the highly varied research aims of this thesis. In combination, these 

methods serve not only to provide discreet insight on the cultural, nutritional, and commodity 

valuation of Tonalá Bruñida ware, but also to illuminate that the significance of each one of these 

aspects is connected to every other. The significance of Tonalá Bruñida ware as a colonial period 

economic commodity exists within a web of relationships between its cultural significance, 

perceived and actual nutritional value, and the overall valuation of Indigenous commodities in 

colonial Europe as informed by the historic record. Themes of cultural and nutritional valuation 

are described on an individual basis within Chapter 5 and Chapter 6. Following this, the web of 

relationships which ties these factors to overarching research themes, including the exploitation 

and exoticization of Indigenous people and their commodities and the western valuation and 

perception of traditional folk medicine, is explored in Chapter 7.
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Chapter 5: Oral History and Pedestrian Survey Analysis 

5.1. Introduction 

This chapter analyzes the results of the oral histories and other pedestrian survey datasets 

gathered for this thesis. The collection of this data was undertaken to address Research Question 

1, “What cultural values are inherent to the consumption of Tonalá Bruñida ware?”. The “cultural 

values” explored herein are multifaceted. They include: social values related to the production, 

distribution, and consumption of Tonalá Bruñida and related wares in historical and modern 

times alike; the connection of Tonalá ceramics to the cultural identities of individuals from 

Tonalá and the surrounding regions; the efforts being made to preserve traditional Tonalá pottery 

production techniques while maintaining the viability of the artisan profession as a primary 

source of income; and the historical and modern conception of Tonalá ceramics as objects of 

geophagic consumption. The synthesis of those values is derived from the pool of oral histories 

and other survey data that were gathered from both oral histories and informal conversations 

with artisans, vendors, and consumers of Tonalá pottery, as well as from art installations, 

exhibits, marketplaces, and other public displays encountered throughout Tonalá.  

5.2. Analysis and Results: Oral History 

Three oral history interviews serve as the primary dataset for the elucidation of the 

cultural values related to Tonalá Bruñida ware consumption in the modern day. Prior to each of 

these oral history interviews, a target time of approximately one hour was agreed upon by both 

the interviewer and the interviewee. The first interview, conducted with Mr. Pablo Ramos 

Lucano, had an actual duration of one hour and two minutes; the second, with Mr. Arnulfo 

Vázquez Rodríguez, was one hour and one minute; and the third, with Mr. Antonio de Jesús Díaz 

Medrano, lasted one hour and thirteen minutes. The interview with Mr. Díaz Medrano also 
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produced an additional pre-interview recording of seven-minute duration because the participant 

began speaking during intended audio testing. While a detailed discussion of the contents of each 

independent interview is outside the scope of this thesis, each of the interviews has been equally 

considered in the following comparative analysis of five major overarching themes which are 

present across all interviews.  

It is important to first introduce the three interviewees so that their perspectives may be 

better contextualized. The first interview with Pablo Ramos Lucano was conducted in his home 

on 28 July 2024. Dr. Isaías Hernández Estrada, a local researcher who had an existing 

relationship with Mr. Ramos Lucano, was also present during this interview. Mr. Ramos Lucano 

is 64 years old and has been working as a professional ceramic artisan since he was 15 years of 

age; at the time of the interview, he had a cumulative 49 years of experience in producing the 

traditional ceramics of Tonalá (Ramos Lucano 2024). His father was a ceramic artist in the 

nearby city of Tlaquepaque, which is also known for producing ceramic artisan goods, but he 

learned to produce barro bruñido and barro petatillo, a related technique, from a primary school 

mentor (Ramos Lucano 2024). A description of these techniques and others that are related to the 

Tonalá Bruñida ware as an archaeological type is provided in the Terminology section below 

(Table 1). A sample of Mr. Ramos Lucano’s work is shown in Figure 9.  

The second oral history interview was conducted with Arnulfo Vázquez Rodríguez, who 

was also met through Dr. Isaías Hernández Estrada. The interview with Mr. Vázquez Rodríguez 

was conducted in his combination home and workshop on 28 July 2024, and Dr. Hernández 

Estrada was also present during this interview. Mr. Vázquez Rodríguez is 55 years old and has 

been working in the profession of artisanal ceramic production since his grandmother began to 

teach him at seven years of age, giving him a cumulative 48 years of experience at the time of 
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the interview (Vázquez Rodríguez 2024). He and his family specialize in barro bruñido 

production. Mr. Vázquez Rodríguez’s work (Figure 10) is renowned for its intricacy and quality, 

making it highly valued by art collectors internationally.  

 

FIGURE 9: Barro bruñido (tall vase in right back and others) and barro petatillo (large pot in 

center foreground and others) pieces produced by oral history participant Pablo Ramos Lucano 

(Photo by author, reproduced with artist permission). 

 

Finally, the third oral history was conducted with an interviewee met through the sole 

means and efforts of the author. Interviewee Antonio de Jesús Díaz Medrano is 31 years of age 

and began developing skills in the execution of various Tonalá potting techniques between the 

ages of three and four, giving him approximately 27 cumulative years of experience at the time 

of the interview (Díaz Medrano 2024). The interview was conducted in Mr. Díaz Medrano’s 

family workshop, formerly owned by his late parents who both come from multigenerational 

artisan families. His family has been in the artisan profession for “three generations” on his 

father’s side, specializing in barro bruñido, and approximately 250 years on his mother’s side, 
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specializing in barro bétus, a related technique defined in Table 1 (Díaz Medrano 2024). 

Examples of his work are shown in Figure 11. 

 

 
 

FIGURE 10: Barro bruñido pieces produced by oral history participant Arnulfo Vázquez 

Rodríguez (Photos by author, reproduced with artist permission). 



94 

FIGURE 11: Barro bétus (A) and barro bruñido (B and C) pieces produced by oral history 

participant Antonio de Jesús Díaz Medrano (Photos by author, reproduced with artist 

permission).  

Due to their different ages, backgrounds, artistic preferences, and other factors, each of 

these interviewees offers a distinct perspective on the meaning and status of Tonalá Bruñida ware 

as a symbol of their town’s cultural identity. All of their input has been invaluable in elucidating 

the most prominent and important themes inherent to the existence of Tonalá Bruñida ware in a 

A B 
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modern context, and it is a privilege to compare their perspectives with the aim of obtaining a 

greater understanding of the research at hand.  

5.2.1. Terminology 

Before beginning this analysis, it is important to note that there are linguistic differences 

between the ways that modern Tonalá artisans refer to their ceramic products and the labels that 

have been created by anthropologists and archaeologists to refer to historic ceramic artifacts. 

Interviews conducted with artisans and the exhibits at the Museo Nacional de la Cerámica make 

it clear that barro bruñido, which is considered la madre técnica or “the mother technique” 

(Vázquez Rodríguez 2024), is the local name for the modern ceramic product that is most closely 

related to historic Tonalá Bruñida ware. A variety of modern barro bruñido pieces on display in 

the Museo Nacional de la Cerámica are shown in Figure 12. Throughout the majority of this 

thesis, the titular ceramic type is referred to as Tonalá Bruñida ware because this is the manner in 

which other key anthropological works refer to it (Charlton and Katz 1979). However, given that 

the ware is locally known as barro bruñido, it is most appropriate to address the ware as such in 

the context of these oral history interviews.  

In addition to barro bruñido, five other ceramic techniques are practiced by the artisans of 

Tonalá. These techniques are considered derivative of barro bruñido as it is la madre técnica. The 

five derivative techniques are barro negro (Figure 13), barro bétus (Figure 14), barro canelo 

(Figure 15), barro petatillo (Figure 16), and barro bandera (Figure 17). These five techniques are 

primarily differentiated from barro bruñido by their distinctive decorative elements. With the 

exception of barro bétus, for which surrealist sculptural forms are a distinguishing characteristic, 

the other four techniques are produced in largely the same variety of forms seen in barro bruñido. 

Translations of their names and descriptions of their key characteristics are provided in Table 1.  
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FIGURE 12: Barro bruñido examples on display in the Museo Nacional de la Cerámica: 

“Cantaro plano” (2015), Jose Tomás Esparza (A); “Pasciencia y Dedicación” (n.d.), María Elena 

López Suàrez (B); “Homenaje a los artesanos de Tonalá” (2011), Fernando Melchor Jimón (C) 

(Photos by author, reproduced with museum permission). 

 

Because of its clear ties to historic Tonalá Bruñida ware as implied by the similarities in 

its appearance and its cultural conception as la madre técnica, and due to the degree to which 

oral history participants focused on this ware, barro bruñido is the primary focus of this analysis. 

However, all of these ceramic traditions are intimately connected to the history of Tonalá as an 

artisanal hub and have therefore informed the identity of the Tonalá artisan. They are discussed 

throughout this chapter as they are relevant to the oral history data presented. 
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TABLE 1: Names and characteristics of modern potting techniques local to the Tonalá area with 

descriptions derived from museum exhibit texts (Museo Nacional de la Cerámica 2024, Table 

compiled by author). 

Ware Translated Name Key Characteristics 

Barro 

bruñido 

Burnished ware - La madre técnica, or “the mother technique,” of all 

other Tonalá wares; “emblematic of Tonalá”  

- Most similar to Tonalá Bruñida ware as it is 

understood archaeologically 

- Finish is obtained by burnishing with pyrite 

- Technique dates to precolonial times; modern 

decorative motifs are an example of mestizaje, or 

the blending of precolonial Mexican and Spanish 

cultures 

- Associated with historic references to losa de agua 

or “water ware” 

Barro 

negro 

Black ware - Dark color achieved by reduction reactions during 

firing 

- Often features sgraffiato, or etched, decoration 

Barro 

bétus 

Betus ware - Traditionally finished by coating with pine resin 

from a tree known locally as betus 

- Modern version is surrealist, often coming in the 

form of sculpture or with intricate sculptural 

features and uses bright colors 

Barro 

canelo 

Cinnamon ware - Distinctive decoration colors achieved by using 

specific clays from the town of El Rosario 

- Associated with characteristic smell of Tonalá 

Bruñida ware, sometimes even called barro de olór 

or “scented ware” 

- Likely associated with historical references to losa 

de agua 

Barro 

petatillo 

No direct translation. 

“Woven ware” or 

“Filigree ware” may 

be appropriate 

- Glazed, traditionally with lead, and higher fired 

than other traditional Tonalá wares  

- Name derived from resemblance of cross-hatching 

decoration to petates, or woven grass sleeping 

mats; often features painted pointillism and filigree 

Barro 

bandera 

Flag ware - Decorated in the colors of the Mexican flag: red, 

from colored clay slip; white painted decorations 

applied before firing; and green painted decorations 

applied after firing  

- Shine is imparted traditionally by burnishing and 

by coating with animal tallow before firing 

- Likely associated with historical references to losa 

de agua 
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FIGURE 13: Barro negro piece on display in the Museo Nacional de la Cerámica: “Florero,” 

(n.d.), (artist unknown) (Photo by author, reproduced with museum permission).  
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FIGURE 14: Barro bétus piece on display in the Museo Nacional de la Cerámica: “Carrusel” 

(n.d.), Silvia Jimenez Avalos (Photo by author, reproduced with museum permission). 

ww 
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FIGURE 15: Barro canelo piece on display in the Museo Nacional de la Cerámica: Untitled 

(n.d.), Zénon Pajarito Fajardo (Photo by author, reproduced with museum permission). 

 

 
 

FIGURE 16: Barro petatillo pieces on display in the Museo Nacional de la Cerámica: “Los 

Coyotes” (n.d.), Armando Bernabe Rodríguez (Photo by author, reproduced with museum 

permission). 
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FIGURE 17: Barro bandera piece on display in the Museo Nacional de la Cerámica: “Aves del 

Paraíso” (n.d.), Rodulfo Pila Réyes (Photo by author, reproduced with museum permission). 
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5.2.2. Theme: Cultural Identity and Historical Significance 

As soon as one sets foot into the town of Tonalá, it becomes abundantly clear that the 

production of Tonalá Bruñida ware and other artisan goods is central to the town’s cultural 

identity. A variety of museums, public art installations and monuments, shops and vending stalls, 

and a walking trail guiding visitors to a selection of the town’s historic artisanal workshops are 

all proudly highlighted as signifiers of Tonalá’s history and cultural legacy as a town of artisans. 

These locations are all discussed as part of the broader survey which attempts to situate these 

oral histories within the broader cultural landscape of Tonalá as an artisan town. Of current 

importance, however, is the individual perception of the centrality of artisanry to Tonalá’s 

cultural identity by all participants of the oral histories conducted for this research.  

Mr. Díaz Medrano is perhaps the most enthralled by Tonalá’s history out of all oral 

history interviewees. A large portion of his interview was spent discussing the history of the 

Tonalá region in detail. The insight that Mr. Díaz Medrano provided into Tonalá history has been 

invaluable understanding its modern cultural context, but unfortunately, is too extensive to 

reproduce here in its entirety (for full Spanish transcription of all interviews, see Appendix E). 

However, it is important to highlight some specific details that he provided, including the 

following passage regarding the antiquity and significance of barro bruñido among all other local 

techniques: 

The barro bruñido style is of course conserved by tradition, given that our knowledge has 

been transmitted from generation to generation; therefore, this is our greatest inheritance. 

In fact, as we say, it is a thousand-year inheritance. Because … the date is not secure, but 

there was a person here who did much research about the ceramics of Tonalá, and he had 

an approximate date for the initiation of the bruñido style. We are talking about 

prehispanic times, around 650 B.C. (Díaz Medrano 2024, translation by author) 

 

Mr. Vázquez Rodríguez agrees with this interpretation. When asked about the particular 

significance of Tonalá Bruñida ware when compared to other ceramic wares, he said that part of 
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its particular significance among the artisan traditions of the region is that it was already being 

practiced before the arrival of conquistador Nuño de Guzmán in 1533 (Vázquez Rodríguez 

2024). Texts on display at the Museo Nacional de la Cerámica corroborate this idea of a 

precolonial origin of the Tonalá Bruñida ware technique: “The manner of polishing and giving 

shine [to the ware] dates back to the Pre-Columbian Epoch. The current decoration is a result of 

the centuries of cultural mestizaje after the conquest” (Museo Nacional de la Cerámica 2024, 

translation by author). Mestizaje is a term representing the confluence and clashing of Spanish 

and other European cultures with the native cultures of Latin America during the colonial period. 

This evidence that Tonalá Bruñida ware predates Spanish contact is highly significant due to its 

confliction with accepted anthropological interpretations that the ware was most likely 

“invented” by Spanish monks in the 16th century (Charlton and Katz 1979:53). 

The only piece of oral history data that contradicts the idea of barro bruñido as the oldest 

technique of the Tonalá region was Mr. Ramos Lucano’s interview. In speaking about his desire 

to preserve the techniques inherent to the production of barro petatillo, his preferred technique 

and the one in which he holds the greatest expertise, Mr. Ramos Lucano (2024) expresses the 

great sadness that would come with its loss. He feels that there is a real risk of its disappearance, 

given that “very few people” understand how to produce barro petatillo, whereas a greater 

proportion of Tonalá artisans are taught to produce barro bruñido (Ramos Lucano 2024, 

translation by author). In further driving this point home, he claims that barro petatillo is “the 

most ancient [technique] of Tonalá” (Ramos Lucano 2024, translation by author). Mr. Ramos 

Lucano’s (2024) concerns about the loss of barro petatillo production techniques in cultural 

memory are valid independent of its antiquity relative to other techniques. However, his claim 

that barro petatillo is an older technique than barro bruñido is contested by the other interviews 
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(Vázquez Rodríguez 2024, Díaz Medrano 2024) and by the similarity of modern barro bruñido to 

archaeological examples of Tonalá Bruñida ware, both being unglazed, burnished, and featuring 

similar decorative motifs. Regardless, the importance and centrality of ceramic artisanry in 

general, and especially as related to Tonalá Bruñida ware artisanry, is clearly evidenced by each 

of these oral history interviews.  

5.2.3. Theme: Lack of Youth Interest and Loss of Tradition and Technique 

A unified sentiment expressed by all oral history interviewees is the desire to preserve the 

traditional artisan techniques that are native to Tonalá for future generations. For his part, Mr. 

Ramos Lucano (2024, translation by author) aims to “leave [his family] … a legacy” in the form 

of knowledge of traditional barro petatillo production techniques. He feels that the barro petatillo 

tradition is at a great risk relative to other traditional techniques because few artisan families 

continue to produce it today. He also cites the comparative difficulty of accessing the equipment 

and resources needed to produce barro petatillo when compared to barro bruñido because it is a 

glazed ware that requires higher temperatures to properly fire (Ramos Lucano 2024). For these 

reasons, he prioritizes barro petatillo production in his personal practice whenever he is able to 

access the proper kilns and other equipment. 

Both Mr. Vázquez Rodríguez and Mr. Díaz Medrano, however, prioritize the production 

of barro bruñido in their personal practices. They are both actively making efforts to sustain its 

production in the future. Mr. Vázquez Rodríguez (2024) states that his family is one of only 

seven that continues to make barro bruñido in the modern day, which concerns him for its future 

preservation. He notes that many of the “children and grandchildren” who have been trained to 

continue the tradition of artisan work are opting not to do so professionally, which he attributes 

to declining sales and a desire to sustain themselves through more reliable means (Vázquez 
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Rodríguez 2024, translation by author). For example, Mr. Vázquez Rodríguez taught his son how 

to make traditional barro bruñido, and he is proud of the fact that his son continues to practice 

the technique. However, like many other young people in the community, his son also opted to 

attend college with the intent of making his living through other means: 

Now, my son looks to other horizons, other tickets to the money necessary for survival. 

Because the times are not the same. And I was impacted by the time of my father, of the 

[mentality], “You stay to work. You stay here in our house.” And, because there was 

work…, I stayed. Now, my son… I can’t force him [to stay.] … I am not secure in the 

idea that there is going to be money every weekend for him to be able to spend [on the 

things that he wants and needs.] … [And it is] good, that he looks for his own work; that 

he looks for his own life… He goes on working. But I continue here still. Working and 

working. (Vázquez Rodríguez 2024, translation by author) 

 

It is clear that, for Mr. Vázquez Rodríguez, the differences between his relationship with his son 

and that which he had with his father represent a cultural shift in the expectations of children to 

follow the lifestyles of their parents, a shift which he finds understandable given the different 

challenges of making a living in present times.  

As for Mr. Díaz Medrano, who is considerably younger than the other two interviewees, 

he still holds a desire that he might one day have children of his own to whom he can pass down 

his family’s knowledge of ceramic traditions, as he is the only active artisan among his five 

siblings (Díaz Medrano 2024). However, he has begun passing down his knowledge of barro 

bruñido production to his nieces and nephews. His eldest niece, in particular, is already showing 

an aptitude for painting, lending him some security in the idea that “there is someone to 

continue” the traditions of his family (Díaz Medrano 2024, translation by author). In general, he 

connects the reduced interest in pursuing careers in traditional artisanry both to economic 

concerns and to the depletion of high-quality local clays that are necessary for their production, 

which has caused artisans to shift to the production of high-fired wares that are not local to the 

region (Díaz Medrano 2024). 
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Overall, all artisans interviewed have varying concerns about whether the ceramic 

traditions passed down through generations of their families will be preserved in the coming 

decades. This is closely tied to mounting issues with achieving sufficient sales of artisan goods in 

the face of lessening government support for traditional artisanal practices and lifestyles, as 

discussed in a later section.  

5.2.4. Theme: Reduced Access to Resources 

Also present across all oral history interviews were concerns about the reduced access to 

the resources necessary to produce traditional Tonalá pottery and the implications of this reality 

for the preservation of techniques. These concerns were already present among Tonalá artisans 

interviewed in the late 1970s (Charlton and Katz 1979:47), further emphasizing the need to 

monitor these issues in the modern context. 

When asked whether he had faced any recent difficulties in the production of his ceramic 

products, Mr. Ramos Lucano (2024) stated that he feels that he has faced more difficulties than 

many of his fellow artisans. He reports that he “does not have [access to] an [appropriate] kiln to 

fire his high-fired wares,” including barro petatillo, which, unlike barro bruñido, requires two 

firings (Ramos Lucano 2024, translation by author). Major obstacles to the production and firing 

of barro petatillo were introduced to Mr. Ramos Lucano when regulations regarding the use of 

naturally-occurring lead glazes restricted their sale on any ceramic products. He recounts that 

before these regulations, the glazes that were used for barro petatillo could be completely fired 

using low temperature kilns, but that the lead-free replacements require much higher firing 

temperatures that are difficult to achieve in kilns that he has access to without overfiring the clay 

(Ramos Lucano 2024). However, he has encountered fewer difficulties in continuing to produce 

barro bruñido because it is fired only once at a low temperature and because the necessary paints 
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and pigments are relatively easy to access (Ramos Lucano 2024). While this thesis is primarily 

concerned with barro bruñido, all of its derivative techniques hold nearly the same amount of 

significance in modern Tonalá culture. For this reason, it is equally important to support Tonalá 

artisans who are knowledgeable about barro petatillo and other traditional techniques. The direct 

input given by Mr. Ramos Lucano is essential to inform future efforts to maintain the access of 

Tonalá artisans to the tools and resources necessary to engage in their craft.  

Mr. Vázquez Rodríguez, who focuses more intently on barro bruñido, spoke more to the 

resource access challenges that have impacted its production in recent years. Notably, the issues 

that he faces are similar to those mentioned by some potters interviewed in the late 1970s, who 

spoke of the depletion of high quality Tonalá Bruñida clays from local mines (Charlton and Katz 

1979:47). This is also directly corroborated by Mr. Díaz Medrano (2024), who spoke briefly of 

the worsening quality of clay that is available in local banks. On the other hand, Mr. Vázquez 

Rodríguez does not perceive a depletion of the clays themselves, but instead cites difficulties 

(mentioned in other oral history datasets from the region, see Hernández Estrada 2024:447) in 

accessing these materials due to increasing urbanization and construction around the Tonalá 

region:  

We mine the clays from nearby areas. But what’s happening is not that the clays are lost, 

but rather … they go on building houses, and the mines, of course, are beneath them … 

We have to go search for them farther from our homes. (Vázquez Rodríguez 2024, 

translation by author) 

 

Each of these interviews indicates a pressing reduction in access to the resources needed 

for the continued production of barro bruñido and related wares. Whether they are encumbered 

by lack of access to the appropriate kilns for firing their work, by reduced clay quality, or by 

longer journeys required to access the materials that they need, each artisan presents a different 

case for the increased difficulty of sustaining oneself in the artisan profession today. As 
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suggested by Mr. Vázquez Rodríguez (2024) at many points throughout his interview, increased 

social support from local or federal governments is likely the best solution to provide artisans 

with the resources needed to keep these traditions alive.  

5.2.5. Theme: Maintaining an Artisan Livelihood in the Modern Market 

All of the artisans who participated in these oral histories note some degree of difficulty 

in selling their products and supporting their livelihood. Their degree of success, however, 

appears to depend upon the creative ideas that they employ to adapt modern technology to 

effectively market and sell their products. 

As the youngest potter in the group, it is perhaps unsurprising that Mr. Díaz Medrano has 

successfully employed social media and online marketing to his benefit. He recognizes that there 

was a time in decades past in which barro bruñido was a highly desirable item, but he theorizes 

that saturation of the art and artisan goods markets has impacted current sales for Tonalá artisans 

(Díaz Medrano 2024). He finds it easier to sell to online audiences outside of Mexico:  

As Mexicans, we don’t have a culture of consuming our own products. That is a reality. 

Maybe it’s not very nice, but it’s a reality. [I sell mostly] outside of Mexico… 

 

I think that … the fact that they say that one is poor as a result of making ceramics is only 

a perception. If you, in your mind, change that idea, you’re not going to be poor, and of 

course, on the contrary, you’re going to get along better… it’s a question of a different 

attitude. (Díaz Medrano 2024, translation by author)  

 

For Mr. Díaz Medrano, at least, this attitude appears to be working. He notes that he has worked 

for Cartier in the past, and that he has international clients in England, France, Japan, and China, 

as well as ambitions to expand his market to Italy. He met his international clients through his 

social media platforms, and he appears to have found a sustainable method of marketing and 

selling his artisan goods in a modern context.  
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 Mr. Vázquez Rodríguez has also found success by selling his work using a similar 

method. While he does feel a general sense of insecurity regarding the future of Mexican 

artisanry given the economic difficulties that are often inherent to the lifestyle, he feels fortunate 

to have built an American customer base that frequently commissions his pieces (Vázquez 

Rodríguez 2024). In fact, he says that his entire personal market is dependent on internet sales, 

and that “[he sells] exclusively with … [his existing] clients” because marketing and vending his 

products using the internet is drastically more efficient and profitable compared to traditional 

modes of vending (Vázquez Rodríguez 2024, translation by author). The importance of foreign 

consumer bases to the sustained feasibility of Tonalá artisanry as a profession cited by both 

Vázquez Rodríguez and Díaz Medrano is reflective of the commercialization of Tonalá Bruñida 

ware by colonial markets in the 16th century.  

A discussion of modern techniques for marketing of Tonalá artisan goods would not be 

complete without recognizing the influence of Jorge Wilmot, a famed Mexican potter originally 

from Monterrey. Wilmot is known for bringing the high-fire techniques that he learned during his 

time studying ceramics in Europe (Zavala y Alonso 2011) to Mexican ceramic artisanry and 

blending them with modern takes on traditional Mexican motifs and designs (Velasco 2010). 

Wilmot was heavily invested in the preservation and promotion of traditional Mexican ceramics 

and other crafts. Already having revolutionized ceramic techniques and design in several areas of 

Mexico, Wilmot moved to Tonalá in the 1960s, where he established his own workshop and 

opened a school intended to support the professional and artistic development of Mexican 

ceramic artisans that is still in operation today (Zavala y Alonso 2011). Wilmot is also credited 

with introducing novel forms to Tonalá pottery, such as animal shapes, that were highly desirable 

to foreign consumers (Charlton and Katz 1979:53).  
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Oral history participants have varying opinions about Wilmot’s contributions to Tonalá 

artisanry. In general, it is recognized that Wilmot’s influence on Tonalá pottery served to 

modernize its decorative techniques and to revolutionize strategies for marketing it. Mr. Vázquez 

Rodríguez has a positive conception of Wilmot’s influence and believes that his greatest 

contributions were made in generating new avenues through which Tonalá artisans could sell 

their goods: 

… In his time, Jorge Wilmot did so much for artisans. He supported them very well … 

Because the artisans [at the time] were great at painting, but they did not know how to 

make a sale … Wilmot arrived and opened … many markets, and then the people started 

to learn how to sell [their work]. (Vázquez Rodríguez 2024, translation by author) 

 

Mr. Díaz Medrano (2024) also seems to have positive opinions about Wilmot’s influence in 

Tonalá, and he recognizes that he reaches this opinion as someone who is inherently comfortable 

with experimentation in his pottery production techniques. In this spirit, he appreciates the 

revolutionary ideas brought to Tonalá artisanal traditions by Wilmot, but he believes that this 

spirit has not necessarily been continued over time in the way that Wilmot himself might have 

desired: 

Here there was a [powerful] revolution in ceramics when the famous ceramicist Jorge 

Wilmot arrived …, [but] unfortunately [that revolution has never been] renewed. Many 

people stayed in the ways of Jorge Wilmot after he arrived, and they never changed again. 

(Díaz Medrano 2024, translation by author) 

 

It seems that for Mr. Díaz Medrano, a resurgence of the revolutionary modes of thinking that 

Wilmot employed, rather than the continued use of the techniques and motifs he invented, may 

be the key to improving the viability of artisanry as a profession in modern Tonalá.  

 In contrast to the other two interviewees, Mr. Ramos Lucano (2024) continues selling his 

wares through mostly “traditional” avenues. These relate to the efforts by the Mexican 

government in the mid-century to promote and support traditional artisanry, which coincide with 
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Wilmot’s actions in Tonalá (Charlton and Katz 1979:53). Mr. Ramos Lucano (2024) states that 

he mostly makes sales at events hosted by social programs for artisans that he encounters 

through various advertisements (Ramos Lucano 2024). At these types of events, he says there are 

often “lots of people from all countries,” and finds the events to be an excellent way to 

“commercialize [his] merchandise” (Ramos Lucano 2024, translation by author). This anecdote 

further supports that government programs can be effective in supporting the continued 

feasibility of artisanry as a profession.  

5.2.6. Theme: Experiences With and Implications of Geophagy 

Finally, it is significant that all three oral history interviewees confirmed that they are 

aware of the tradition of consuming barro bruñido and/or its clays in a geophagic manner, and 

that this practice still exists in the modern context. This fact has major implications 

understanding Tonalá Bruñida ware geophagy in colonial Spain, and it points at least tentatively 

to a preexisting tradition of geophagy in Mexico. Interestingly, however, all three interviewees 

presented slightly different perspectives on the modern tradition of Tonalá Bruñida ware 

geophagy. Below, the account of each interviewee is discussed to facilitate comparison, and 

potential reasons for these disparities are elaborated.  

 Mr. Ramos Lucano, upon being asked whether he knew anyone who had a history of 

eating Tonalá Bruñida clays, immediately recognized and volunteered information about this 

practice. Above all, he stressed that it is “gestating women” that engage in the geophagy of 

Tonalá Bruñida ware, which, in his experience, appears to apply to both ceramic (fired) and non-

fired forms of its clay (Ramos Lucano 2024, translation by author). In fact, he goes so far as to 

say that “almost all women” consume Tonalá Bruñida ware (Ramos Lucano 2024, translation by 

author). He is insistent that the consumption of these clays/ceramics does not harm the women 
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who engage in it, nor their babies, because the clay becomes “clean” during the process of 

preparing it for ceramic production; however, he also does not believe that it provides any 

beneficial effects (Ramos Lucano 2024). The following quotation illustrates this perception, as 

well as his knowledge of Tonalá Bruñida clay’s modern usage as a beautifying skin treatment: 

… It doesn’t cause [the pregnant women] any harm. No harm, because, if it did, of course 

they would mention it … Today there is no mother of a child that has complained that for 

having consumed clay, her [baby] has come out bad… all goes as normal. Still today they 

consume it, all women consume it… The clay is not damaging. So much so that young 

girls also use it as a mask. They come [to me] and say, “hey, don’t you have any clay?” 

They use it for their mask at nighttime. For their skin. (Ramos Lucano 2024, translation 

by author) 

 

Mr. Ramos Lucano likens the consumption of Tonalá Bruñida ware to any typical craving 

encountered during pregnancy. 

 Mr. Vázquez Rodríguez, however, has a different perspective. He was also familiar with 

the prevalent tradition among pregnant women to engage in Tonalá Bruñida ware geophagy, 

although he attributes to this practice a specific function, unlike Mr. Ramos Lucano. The 

following quotation explains the reason for consuming these clays, as he understands it:  

The clay was eaten, they say, because the women were pregnant. And when [certain 

women] are pregnant, they are hit with a lot of heartburn and acid reflux. And they ate the 

clay and it occurred to them that it was as though they had eaten Pepto Bismol, 

something to sooth their heartburn… and they took a piece of clay, they chewed it, and 

they ate it… That was told to me by my father, and it was told to my father by my 

grandmother. (Vázquez Rodríguez 2024, translation by author) 

 

The fact that Mr. Vázquez Rodríguez is able to attribute the geophagic consumption of Tonalá 

Bruñida ware to the treatment of acid reflux during pregnancy is interesting given that Mr. 

Ramos Lucano does not identify any benefits at all associated with the practice. Moreover, the 

difficulty of distinguishing between barro as it refers to “clay” and barro as it refers to a 

“ceramic ware” in this linguistic context is significant. When asked to elaborate on what he 

meant, he confirmed that it is the clay used for barro bruñido that is eaten by these women, and 
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interestingly, says that it is consumed in both raw and fired forms at different times (Vázquez 

Rodríguez 2024).  

 Mr. Díaz Medrano provides yet another different perspective on the geophagy of Tonalá 

Bruñida ware. Contrary to Mr. Vázquez Rodríguez’s assertion that the clay can be consumed in 

both raw and fired forms, Mr. Díaz Medrano (2024) recounts that his father always warned 

against the consumption of raw clays for the potential to introduce stomach worms. Even more 

interestingly, he was the only oral history participant to disagree with the idea that only women 

engage in Tonalá Bruñida ware geophagy (Díaz Medrano 2024). He does bring up the idea that it 

has a particular smell which incites pregnant women to consume it, but also points out a variety 

of other health benefits and pleasurable effects of consuming the clay:  

Yes, that practice [of geophagy] still exists. Now, not as much, but still, what happens is 

that women who are lactating or pregnant, the clay … [smells in such a way] that it gives 

off a very strong sensation of making you want to eat it. This is what happens when a 

woman is lacking minerals. What they lack in this case, I don’t remember, I think it was 

magnesium or something like that … the clay of Tonalá has many minerals.  

 

But also, people don’t just eat the clay. The clay of Tonalá, if you have an inflamed knee 

or stomach or hand, you can put it onto that area, and it will help reduce the 

inflammation. There are also people who put it on their face as a method of exfoliation or 

cleansing, and it leaves you clean. This is, more or less, because of all the minerals 

contained within the clay. (Díaz Medrano 2024, translation by author) 

 

Already, Mr. Díaz Medrano had provided valuable insight into the potential minerals which he 

believes to be the cause for Tonalá Bruñida ware cravings and had introduced yet another 

distinct hypothesis from those of Mr. Ramos Lucano or Mr. Vázquez Rodríguez. When 

questioned about the method of its consumption, Mr. Díaz Medrano (2024) revealed that he 

himself had consumed barro bruñido as a child. He reflected on the craving and the sensation of 

wanting to consume the clay, arguing that it mostly affects women and especially those who are 

lactating, but that men and children are not always immune to these effects (Díaz Medrano 
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2024). While he does not know whether the consumption of this clay provides any actual benefit 

to those who do it, one thing is clear to him: “its smell is that which gives one the feeling that 

you want to eat it” (Díaz Medrano 2024, translation by author). 

 Each of these oral history interviewees holds strong conviction in a different story of 

Tonalá Bruñida ware geophagy. Their perspectives vary on almost every aspect of its 

consumption: from the mode, be it in fired or raw forms; to the participants, be they only 

pregnant women or people of all genders and ages; to the reason, some believing that there is 

none while the others believe it may compensate for a mineral deficiency or provide relief in acid 

reflux. Perhaps the opportunity to conduct an oral history interview with a female potter would 

have shed more conclusive light on this topic, a promising avenue of future study. Given the 

current data, however, it can only be concluded that even those who hold Tonalá wares most dear 

maintain a variety of perspectives on the exact cause of this likely ancient cultural practice. The 

existence of each of these perspectives does not negate the others, and they all may hold truth for 

different practitioners of Tonalá Bruñida ware geophagy. 

5.3. Conclusions from Oral History Data 

These oral histories have provided immense insight on the multidimensional significance 

of Tonalá Bruñida ware as a cultural institution and as an object of geophagy. Taken together, the 

above themes are broadly representative of the daily struggles, financial insecurity, and heritage 

preservation concerns that plague the modern Tonalá artisan, but they are also a major testament 

to their resilience, persistence, and dedication to their craft and lifestyle. They are vastly 

informative of the broader cultural context which shapes the production, distribution, and 

consumption of Tonalá Bruñida ware. They also illuminate the diverse impacts that changing 

cultural values around artisanry have had on the artisans who sometimes depend upon external 



 

 115 

support to maintain their livelihood. Finally, each of these oral histories has provided new insight 

on the purposes and origins of geophagic Tonalá Bruñida ware consumption traditions.  

5.4. Other Pedestrian Survey Results 

In addition to the three formally recorded oral histories discussed above, several days 

were dedicated to more informal pedestrian survey around the Tonalá region. This survey 

resulted in 12 conversations with various artisans and vendors of local wares in both public 

marketplace settings and in their own studios and homes. It also involved a tour of Tonalá’s 

Museo Nacional de la Cerámica, the exploration and photography of several local monuments, 

and observation of a barro bruñido production demonstration. Each of these endeavors was 

essential to the contextualization of Tonalá pottery production within its broader cultural context. 

All of these endeavors are anticipated to be fully analyzed in future publications. For the 

purposes of this thesis, however, it is most important to discuss the two general trends that these 

interactions illuminated. These are the centrality of Tonalá pottery to the town’s identity as 

revealed by the feared loss of its traditions and the prevalence of variable interpretations 

regarding its geophagy.  

5.4.1. Feared Loss of Tonalá Artisanal Traditions and Tonalá Identity 

As iterated by each of the oral histories discussed above, the centrality of traditional 

potting to Tonalá culture is clear. This truth, however, is revealed not only through conversations 

with those who hold stake in its production, but in the built environment of the city itself. For 

example, there are multiple public art installations that proudly represent the history and 

importance of ceramic production in Tonalá. One of these is a public park, Paseo de los 

Guardianas de la Reina, or “Passage of the Queen’s Guardians” (Figure 18), which features 

numerous larger-than-life sculptures imitating the forms and decorations of Tonalá’s six modern 
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ceramic traditions and a variety of other sculptures relating to the town’s history and mythology. 

Another installation, Glorieta de la Mujer Alfarera, or “Women Potters’ Square” (Figure 19), is 

dedicated to the women potters of past and present who have upheld Tonalá’s identity as a town 

of great artisans. Casa Wilmot, the historic house of Jorge Wilmot, is also present in Tonalá, but 

doors were locked at the time of encounter and visiting hours could not be found online or posted 

on the building. Finally, the town square prominently features a map of the Corredor Turístico 

Artesanal (Figure 20). This is walking trail on which visitors can make their way to historic 

artisan workshops around the Tonalá area. This trail was instrumental in identifying many of the 

ceramic production and vending locations that formed the basis of this survey. The built 

environment of Tonalá clearly aims to reflect and highlight the legacy of its artisan population.  

Other venues also manifest this apparent valuation. Tonalá’s Museo Nacional de la 

Cerámica (Figure 21) was founded in 1986 by Jorge Wilmot in his former home and then 

transferred to the municipality of Tonalá. The museum displays each of Tonalá’s six modern 

ceramic traditions and a variety of archaeologically recovered historic and ancient pieces. Works 

of a wide variety of renowned modern artisans are showcased, and no ware is more prominently 

featured than barro bruñido, which is displayed prominently in the museum’s front room. This 

museum is centrally located and is free to the public. Unfortunately, however, Museo Nacional 

de la Cerámica staff reports that visitors to the museum are infrequent, citing a general lack of 

interest and appreciation from the public.  
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FIGURE 18: Installations on the Paseo de los Guardianes de la Reina: an imitation barro 

bruñido sculpture (A) and imitation barro canelo sculpture (B) (Photo by author). 

FIGURE 19: Glorieta de la Mujer Alfarera statue (A) and dedication (B), reading: “Monument 

to the Female Potter, inaugurated by the licensed Guillermo Cosio Vidaurri on the 460th 

anniversary of the mestizaje in the Occidente. 25 March 1990. City council 1989–1992.” (Photos 

by author).  

A B 
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FIGURE 20: Map of Corredor Turístico Artesanal in Tonalá town square (Photo by author).  

 

  This reality may appear unaligned with the projected importance of ceramic traditions in 

the Tonalá landscape, but it is on par with what many Tonalá ceramic artisans and vendors report. 

Being known for its fine ceramic products, Tonalá has long been a popular tourist destination for 

both Mexican and international tourists seeking to admire and purchase traditional Mexican 

artisanal goods. Because of this long history, Tonalá traditionally hosts the Tianguis, a bazaar-

style artisan market, twice weekly on Thursdays and Sundays. Many oral history participants 

referred to this event as an important ceramic sales venue in years’ past, but as they reported, this 

is not the case today. Today at the Tianguis, visitors will find very few artisan goods for sale, and 
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of those that can be encountered, even fewer were produced in Tonalá. A few vendors were 

encountered selling less expensive wares sourced from Michoacán or other states. Only one was 

found selling locally produced barro canelo. The majority of vendors across several blocks of the 

market were selling other products entirely, including secondhand clothing, cell phones and other 

electronics, and toys (Figure 22). While there are other vendors around Tonalá with permanent 

storefronts that do sell local ceramic wares, the Tianguis, which was originally intended to 

facilitate the sale of local artisan goods, has morphed into something entirely different.  

 
 

FIGURE 21: Museo Nacional de la Cerámica logo (A) and a barro canelo display typical of the 

museum’s style of arrangement (B) (Photos by author, reproduced with museum permission).  

 

 
 

FIGURE 22: Typical stalls at the Tianguis featuring commercial products for sale (Photo by 

author).  
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Two of the vendors of ceramic goods at the Tianguis were asked about their perception of 

these changes to the marketplace and their feelings about the ceramic profession in general. One 

is a fabricator who makes some of the vessels that Mr. Vázquez Rodríguez paints and then sells. 

He was selling ceramics from Michoacán and Guanajuato to various passerby. These wares are 

less expensive to produce than local Tonalá wares and can therefore be more reliably sold at the 

lower price with which many Tianguis patrons are comfortable. He stated that he perceives a 

demand to continually lower prices among his consumer base, a trend that he feels is driven by a 

lack of appreciation for the work that goes into artisan goods. He reported that he sells a good 

amount of the less expensive ceramics that he keeps in his stall, but also reports that neither he 

nor anyone else in the Tianguis sells barro bruñido. Finally, this vendor expressed the same fear 

that has been repeated multiple times by participants in this survey, and that continues to echo 

moving forward: that the art form inherent to the production of Tonalá ceramics will be lost 

because of a lack of youth interest and financial viability in the profession.  

 The other ceramic vendor encountered at the Tianguis was found at a booth where he was 

selling his own barro canelo wares alongside some standard losa blanca, or white glazed 

tableware. He stated that he learned the craft of ceramic production from his parents and 

grandparents. Further, he says that he does not truly enjoy his work, but that he is driven to 

continue because it is the only work he knows. He views local clays as a “finite resource” and is 

aware that Tonalá ceramic traditions will die once they run out, a fact which he does feel 

somewhat sad about because of the traditions’ antiquity. Most potters interviewed throughout the 

course of this survey also identified resource depletion as a concern for the future of Tonalá 

ceramic production. Still, he continues practicing his craft out of a sense of assumed obligation. 
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 This vendor was not the only participant to describe this feeling of obligation. Another 

artisan who was encountered in her family’s home and workshop – which is part of the Corredor 

Turístico Artesanal – is a fifth-generation potter, specializing in both the barro bruñido and barro 

bandera techniques. Although she enjoys her work, she recognizes that not every member of her 

family feels the same, but all are expected to participate. This, again, touches on a sense of 

family obligation to the maintenance of ceramic production traditions that is evident in many 

families across Tonalá, an indication of more widespread cultural sense of obligation to the craft. 

Mr. Vázquez Rodríguez reflects on this reality most succinctly in his oral history interview when 

he states that “Having been born in Tonalá is almost an obligation to be an artisan” (Vázquez 

Rodríguez 2024, translation by author).  

 In a somewhat paradoxical manner, the feared inevitability of the ultimate loss of Tonalá 

ceramic traditions has ultimately revealed the centrality of this ware’s production and distribution 

to the town’s history and identity. Tonalá’s built environment is heavily reflective of this 

perceived and projected identity. Yet in many cases, including the recent distortion of the original 

purpose of the Tianguis and the lack of visitors to the Museo Nacional de la Cerámica, the 

changing actions of the townspeople may reflect a change in values. The rapidly shifting 

landscape and apparently decreased appreciation of traditional ceramic production in Tonalá 

demonstrates a desire among its residents to decentralize ceramic production in their modern 

identity. While the data available from this thesis is, generally speaking, firmly opposed to the 

idea of this desired shift, the fact that all survey participants are artisans or other direct 

stakeholders represents a bias that separates their perspectives from those that may exist among 

the remaining Tonalá population.  
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5.4.2. Varying Accounts of Geophagy 

It should be at least briefly addressed that across the conversations with Tonalá artisans 

that constitute this survey, many variable accounts of geophagy were provided. Four participants 

– all male artisans and vendors – that commented on the topic agree with the above oral histories, 

stating that Tonalá clays and/or ceramics are consumed by some Tonalá residents, including at 

least, pregnant women. However, a variety of other perspectives were also recorded. One cited a 

different clay from a nearby region, barro rosario (possibly referring to the clay used to produce 

barro canelo, which is native to the town of El Rosario) as the “edible type,” stating that he has 

never heard of Tonalá clays being consumed. On the other hand, one female artisan said that the 

idea of women eating the clays of Tonalá is a “myth” at least in the present day, but she does 

report that women “like the smell” of the clay. The remaining three artisans did not comment on 

this topic.  

 While it is important to consider the perspectives of all participants equally, the standing 

conclusion – that Tonalá ceramic wares are consumed in the present day – is retained on the basis 

of agreement by all oral history interviews and corroboration by the majority of other 

conversations with artisans. Discrepancies with this topic may be attributed to any number of 

factors. Most likely, the rapport that is built up between the interviewer and interviewee in a 

formalized oral history setting facilitated greater comfort in discussing this topic than what may 

be afforded by a spontaneous conversation.  

5.5. Conclusions 

The analysis of this collection of survey data, which includes formalized oral history 

interviews, informal conversations with other artisans and vendors, and landscape survey, 

successfully illustrate the broad spectrum of cultural milieu which shape the production, 
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distribution, and consumption of traditional ceramic wares in Tonalá. It is a privilege to access 

and document the cultural knowledge of so many working Tonalá artisans as a part of this 

research. It is hoped that this chapter may increase awareness of their work and culture, and also, 

that it may be employed to their protection. In Chapter 7, the wealth of information gleaned from 

this analysis is considered alongside the results of historical research and ceramic analysis to 

synthesize conclusions about the values relating to Tonalá Bruñida ware consumption in the past 

and present.
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Chapter 6: pXRF and Ceramic Artifact Analysis 

6.1. Introduction 

 The following chapter details the results obtained from the pXRF and ceramic analysis 

methodologies employed in this thesis. A qualitative analysis of pXRF data obtained from a 

small sample of Tonalá Bruñida sherds from one terrestrial context (City of St. Augustine 

Archaeological Collections) and one underwater context (BISC-35) provides a preliminary 

answer to Research Question 2, “What is the nutritional value of Tonalá Bruñida ware?”, on an 

elemental level. These pXRF datasets also facilitate comparison of the differential impacts on 

Tonalá Bruñida ware’s composition in reference to its deposition in a terrestrial versus 

waterlogged environment.  

In addition to this pXRF analysis, form and function analysis conducted on hundreds of 

Tonalá Bruñida sherds from 18th century Spanish shipwrecks is synthesized to produce novel, 

comprehensive data on the ware’s common forms in the 18th century. This provides an answer to 

Research Question 3, “How does a ceramic form analysis of Tonalá Bruñida ware collections 

recovered from 18th century shipwrecks inform its function and valuation in colonial period 

Spain?”. Additional data obtained from this ceramic analysis, including the spectrum of Tonalá 

Bruñida paste, decoration colors, decoration techniques, and other various qualities, are 

synthesized to better define the diagnostic criteria for Tonalá Bruñida ware, informing its future 

identification, especially in shipwreck contexts. The majority of the data which resulted from this 

form and function analysis is presented in a series of appendices, but broad observations and 

their implications are discussed in detail within the body of this chapter.  
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6.2. pXRF Analysis 

 The pXRF analysis completed for this thesis involved the collection of multiple pXRF 

measurements on a total of nine sherds across two archaeological collections: one taken from an 

18th century shipwreck known colloquially as the Pillar Dollar Wreck (BISC-35, count = 6, 

example shown in Figure 23), and the other from the City of St. Augustine Archaeological 

Collections (hereafter ST.AUG, count = 3, examples shown in Figure 23). Additional analysis 

was conducted on one pigment from a modern Tonalá Bruñida tile sample produced by a survey 

participant (second from left, labeled “III”, Figure 23).  

 
 

FIGURE 23: Tonalá Bruñida sherds from BISC-35 [FS 110.1] (A); Tonalá Bruñida sherds from 

ST.AUG (B); Modern barro bruñido sample tile featuring numbered samples of traditional 

pigments (C) (Photos by author). 

A B 

C 
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Depending on the complexity of the sherd and its surface treatments, between one and 

three measurements were taken on each sherd from different areas of interest (e.g., sherds that 

retain clear polychromatic decoration were typically sampled in multiple locations in attempt to 

survey the spectrum of pigments). However, the results presented here simply account for the 

presence of a given element within any part of the sherd sampled. For example, if iron (Fe) 

appears in a sherd’s paste as well as its slip, the presence of Fe is reported only once for that 

sherd. Full reporting of the presence/absence of identified elements within discrete features of 

the Tonalá Bruñida sherds sampled is available in Appendix G. All results reported here derive 

from pXRF measurements taken using the green filter. The sole measurement taken with the 

yellow filter for comparative purposes proved to be nearly identical to that taken with the green 

filter at the same location, so it was excluded to avoid bias introduced by redundancy.  

To restrict the primary focus of this analysis to the nutritional impact of Tonalá Bruñida 

ware geophagic consumption, the seven elements found to be present in some frequency across 

the assemblage – barium (Ba), manganese (Mn), iron (Fe), zinc (Zn), lead (Pb), strontium (Sr), 

and zirconium (Zr) – are divided for discussion on the basis of their most likely nutritional 

impact (beneficial, indeterminate, or detrimental). After this primary analysis, a brief discussion 

of the differential appearance of elements within specific contexts is presented, as are final 

implications and limitations.  

6.2.1. Elements with Likely Beneficial Dietary Impact 

 Of the seven elements identified by this pXRF analysis, three – Manganese (Mn), Iron 

(Fe), and Zinc (Zn) – are trace elements known to be essential in the human diet (Committee on 

Diet and Health 1989:367). Table 2 presents the frequency at which these elements occur within 

Tonalá Bruñida sherds across the assemblage analyzed with pXRF.  



 

 127 

TABLE 2: Frequency at which beneficial elements occur across Tonalá Bruñida assemblage, 

count = 10 (Table by author). 

 

 

 

 Manganese (Mn), occurring within 20% (count = 2) of Tonalá Bruñida sherds analyzed 

with pXRF, has an essential role in enzyme activation and metabolic regulation (Committee on 

Diet and Health 1989:385). While Mn deficiency is rare in humans, studies on its impact have 

indicated that insufficient dietary uptake can result in a variety of negative symptoms in humans, 

including skin rash, low cholesterol, hair depigmentation, and correlated reduction in vitamin K 

(Food and Nutrition Board 2001:396). Decreased Mn concentrations have also been anecdotally 

reported in women with osteoporosis, and they have been correlated to increased pain and 

adverse mood effects in menstruating women (Food and Nutrition Board 2001:396). Adequate 

intake levels for Mn for a variety of demographics are presented in Table 3.  

TABLE 3: Adequate intake levels of Mn for different demographics (Food and Nutrition Board 

2001:404–407).  

 

Demographic Adequate Intake (mg/day) 

Infants, 0–12 months 0.003–0.6 

Children, 1–18 years 1.2–2.2 

Men, 18+ years 2.3 

Women, 18+ years 1.8 

Women, pregnant, any age 2.0 

Women, lactating, any age 2.6 

 

While at least one case of Mn toxicity is recorded in scientific literature, this occurred 

through inhalation exposure in a workplace setting, and oral/dietary exposure to Mn appears to 

pose little risk to human health (Committee on Diet and Health 1989:385). However, the 

consumption of extreme amounts of Mn (between 14 and 28 mg/L) has been associated with 

adverse neurological symptoms similar to those seen with Parkinson’s disease (Food and 

Nutrition Board 2001:409–411). Because of these risk factors, the upper limit for Mn intake from 

Element Mn Fe Zn 

%assemblage 20.00 100.00 50.00 
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dietary sources has been set at 11 mg/day for adults (Food and Nutrition Board 2001:413). Given 

that effective Mn absorption is associated with a low intake of dietary Fe (Food and Nutrition 

Board 2001:401), uptake of Mn from consumed Tonalá Bruñida ware may be minimal given the 

prevalence of Fe across samples appearing in this analysis. Although the Mn present in Tonalá 

Bruñida ware is most likely a positive contributor to its nutritional profile, its nutritional impacts 

are indeterminate until additional data is available due its potential toxicity when consumed in 

high amounts and to the impacts on its absorption caused by the presence of Fe.  

Iron (Fe), occurring within 100% (count = 10) of Tonalá Bruñida sherds analyzed herein 

with pXRF, is an essential component of a nutritionally complete human diet. Its role in the 

transport of oxygen to the body’s systems as a component of hemoglobin and myoglobin proteins 

is well understood (Committee on Diet and Health 1989:367), and it exists within a variety of 

other proteins and as part of a variety of enzymatic processes (Food and Nutrition Board 

2001:291). Additionally, it is well documented that women of reproductive age have much 

higher intake requirements for Fe than men of the same age due to blood loss through 

menstruation (Committee on Diet and Health 1989:367), and pregnant women have intake 

requirements that are even higher (Food and Nutrition Board 2001:292). Fe deficiency is also 

notably associated with the craving and consumption of nonfood materials (Food and Nutrition 

Board 2001:300).  

Although some complications may arise from the overconsumption of Fe (exceeding 40 

mg/day in children and 45 mg/day in adults), overload of Fe generally does not result from high 

dietary intake alone (Food and Nutrition Board 2001:373,377). In contrast, the inadequate intake 

of dietary Fe leads to a variety of negative health outcomes, including impaired physical 

endurance and stamina, developmental delays and cognitive impairments, and adverse outcomes 
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in pregnancy including increased maternal mortality, premature delivery, low birth weight, and 

increased fetal mortality, among others (Food and Nutrition Board 2001:295–297).  

The Recommended Dietary Allowances (RDAs) of Fe for a wide variety of demographics 

are given in Table 4. Notably, it is often difficult for girls and women to meet the high intake of 

Fe that they require through their normal diet alone (Committee on Diet and Health 1989:367). 

Achieving proper intake becomes even more difficult during pregnancy due to even greater Fe 

needs. Because Fe was found to be present within all Tonalá Bruñida sherds measured with 

pXRF – and in fact, within every measurement taken (Appendix G) – this factor alone may play 

a great role in the desire to engage in Tonalá Bruñida geophagy among women, especially 

pregnant individuals.  

TABLE 4: RDAs of Fe for different demographics (Food and Nutrition Board 2001:324–344, 

349–350).  

 

Demographic RDA (mg/day) 

Infants, 7–12 months 11 

Children, 1–3 years 7 

Children, 4–13 years 8 

Boys, 14–18 years 11 

Girls, 14–18 years 15 

Men, 18+ years 8 

Women, 19–50 years 18 

Women, pregnant, any age 27 

Women, lactating, any age 9–10 

Women, 51+ years 8 

 

It should be noted, however, that uptake of Fe from Tonalá Bruñida ware ingestion may 

be limited, as it is known that factors leading to decreased stomach acidity, including the 

“ingestion of alkaline clay,” may impair Fe absorption (Food and Nutrition Board 2001:311). 

However, chemical analyses of geophagic clays found in southern Africa (Malawi, Zambia, 

Zimbabwe, Swaziland, and South Africa) demonstrated that nutritionally significant amounts of 

dietary “calcium, iron, and zinc” are imparted to pregnant women who consume them (Hunter 
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1993:89). Following this, further investigation of the bioavailability of Fe compounds in Tonalá 

Bruñida ware may demonstrate that their presence is of a quantifiable nutritional benefit.  

Finally, Zinc (Zn), found in 50% (count = 5) of Tonalá Bruñida sherds analyzed with 

pXRF, is necessary for a host of biological processes. These include cell replication and tissue 

repair, nucleic acid metabolism, DNA synthesis, and hormonal regulation (Committee on Diet 

and Health 1989:370). Zn deficiencies are rare, but in severe cases, they may lead to major 

impairments in growth and sexual maturation and to hair loss, gastrointestinal distress, decreased 

sexual function, eye and skin lesions, and reduced appetite (Food and Nutrition Board 2001:447). 

The RDAs for Zn are given for a wide variety of demographics in Table 5.  

TABLE 5: RDAs of Zn for different demographics (Office of Dietary Supplements 2022).  

 

Demographic RDA (mg/day) 

Infants, 0–6 months 2 

Children, 7 months–3 years 3 

Children, 4–8 years 5 

Children, 9–13 years 8 

Males, 14+ years 11 

Girls, 14–18 years 9 

Women, 18+ years 8 

Women, pregnant 11–12 

Women, lactating 12–13 

 

It is possible that the Zn found to be present across 50% of Tonalá Bruñida sherds 

sampled may supplement these daily requirements, especially where they are higher in pregnant 

and lactating individuals. However, like Mn, it has also been found that excessive intake of Fe 

can impede Zn absorption (Food and Nutrition Board 2001:455). These confounding factors cast 

doubt on the bioavailability of Zn in Tonalá Bruñida ware, a topic which again warrants 

additional investigation.  
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6.2.2. Elements of Indeterminate or Neutral Dietary Impact 

 Two of the seven elements identified as components of Tonalá Bruñida ware as part of 

this pXRF analysis – Strontium (Sr) and Zirconium (Zr) (Table 6) – are of indeterminate or 

neutral dietary impact. Elemental Sr, present in 40% (count = 4) of Tonalá Bruñida sherds 

analyzed with pXRF, is a metal that usually occurs in nature as a component of various minerals, 

none of which are naturally radioactive (Agency for Toxic Substances and Disease Registry 

2004:2). Sr is found in both organic and inorganic materials, usually in concentrations of a few 

parts per million (Agency for Toxic Substances and Disease Registry 2004:2). 

TABLE 6: Frequency at which elements with indeterminate or neutral dietary impact occur 

across Tonalá Bruñida assemblage, count = 10 (Table by author). 

 

Element Sr Zr 

%assemblage 40.00 100.00 

  

Few adverse health effects are associated with oral exposure to stable (i.e., 

nonradioactive) Sr. At low exposure levels and within acute durations, most exposures are 

negligible within organisms that have “access to adequate calcium, phosphorus, and vitamin D” 

(Agency for Toxic Substances and Disease Registry 2004:35,50). However, there is a correlation 

between oral exposure to stable Sr and disordered bone development in children when ingested 

(Agency for Toxic Substances and Disease Registry 2004:23,50) or possibly when transmitted to 

infants through the breast milk of exposed mothers (Agency for Toxic Substances and Disease 

Registry 2004:158–159). This is primarily because excess stable Sr in the body can interfere with 

the uptake of Calcium (Ca) in normal skeletal development (Agency for Toxic Substances and 

Disease Registry 2004:151). One study also found that exposure to stable Sr may impact thyroid 

hormone levels, but the dose required to elicit this response was not determined (Agency for 

Toxic Substances and Disease Registry 2004:55). The Minimal Risk Level (MRL) of oral 
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exposure to stable Sr over an intermediate period (15–364 days) is 2.0 mg/kg/day (Agency for 

Toxic Substances and Disease Registry 2004:257). Oral exposure to radioactive forms of Sr has 

well-documented negative impacts on health, especially as relating to bone health (Agency for 

Toxic Substances and Disease Registry 2004:76). However, because radioactive Sr is not 

naturally occurring, it is not of concern in the context of Tonalá Bruñida ware composition 

(Agency for Toxic Substances and Disease Registry 2004:2).  

Based on this information, it is evident that the presence of Sr in Tonalá Bruñida ware 

does not provide any nutritional benefits in the event of its geophagic consumption. Sr also poses 

no negative health outcomes when consumed in trace amounts. However, because the 

concentration of Sr in Tonalá Bruñida ware is not currently known, its potential toxic effects on 

individuals engaging in the geophagic consumption of Tonalá Bruñida ware cannot be 

determined based on the data obtained in this analysis. The pursuit of reliable quantitative pXRF 

datasets for Tonalá Bruñida ware is recommended to determine whether the MRL of oral 

exposure (2.0 mg/kg/day) is likely to be exceeded in the event of Tonalá Bruñida ware geophagy.  

Zr is present in all Tonalá Bruñida sherds in this pXRF analysis (100%, count = 10) and 

likely has a neutral impact on the ware’s nutritional profile. Zr is a metallic element described as 

“hard and resistant to corrosion, heat, and acid” (Ghosh 1992:248). Zr is nearly “ubiquitous” 

across nature, “being present … in amounts higher than most trace elements” in both plants and 

animals (Ghosh 1992:247). Despite its prevalence in biological systems, however, Zr serves no 

known metabolic function and is not considered an essential trace element in the human diet 

(Ghosh 1992:264). Zr is not easily absorbed into the body through oral intake, meaning that most 

Zr consumed by humans exits the body without imparting any positive or negative impact 

(Ghosh 1992:257). Additionally, Zr compounds are of “low toxicity” even when injected into the 
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body, and when exposure occurs orally, the resulting symptoms of toxicity are even less (Ghosh 

1992:259). Although some have postulated that higher levels of Zr in the human body may 

correlate to a person’s likelihood of developing Alzheimer’s disease due to its ability to cross the 

blood-brain barrier (Ghosh 1992:264) – and because its properties are similar to those of 

aluminum (Al), which is associated with Alzheimer’s disease (Ghosh 1992:265) – there is no 

empirical scientific research that tests this hypothesis, and all available reports point to Zr being 

largely inert. Based on the prevalence of Zr compounds throughout both plant and animal 

components of the human food system, as well as in the human body itself at baseline levels 

(Ghosh 1992), its presence in Tonalá Bruñida ware is determined to be of neutral dietary impact.  

6.2.3. Elements with Likely Detrimental Dietary Impact 

 The remaining two elements identified by pXRF analysis of Tonalá Bruñida sherds, 

Barium (Ba) and Lead (Pb) (Table 7), would have a detrimental health impact on anyone that 

consumed them. Ba is an alkaline earth metal that exists in a variety of naturally occurring 

compounds (Agency for Toxic Substances and Disease Registry 2007:1). Although some of these 

are very poorly absorbed through oral exposure and are known to be safe for use in specific 

medical applications (Agency for Toxic Substances and Disease Registry 2007:5), Ba 

compounds that are acid-soluble are absorbed through the gastrointestinal tract in variable 

amounts (Agency for Toxic Substances and Disease Registry 2007:61–62). Mild symptoms 

associated with the oral intake of moderate amounts of Ba include gastrointestinal symptoms 

such as stomach cramps, vomiting, and diarrhea; strained breathing; altered blood pressure; 

numbness; and muscle weakness (Agency for Toxic Substances and Disease Registry 

2007:5,28,49). Ba consumption in high amounts can produce more severe symptom 

presentations, including hypokalemia, heart arrythmia, paralysis, renal insufficiency or failure, 
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and death (Agency for Toxic Substances and Disease Registry 2007:5,27–28,50,52). Based on 

the severe health impacts that may arise from oral exposure to Ba, its presence in Tonalá Bruñida 

sherds represents a clear nutritional detriment in the event of its consumption. 

TABLE 7: Frequency at which elements with detrimental dietary impact occur across Tonalá 

Bruñida ware assemblage, count = 10 (Table by author). 

 

Element Ba Pb 

%assemblage 60.00 60.00 

 

 Lead poses even greater adverse health impacts when consumed. The toxicity of Pb to 

humans is undisputed, having been known “for over 2,000 years;” in fact, MRLs for Pb exposure 

have not been defined because it poses negative impacts to virtually all bodily systems even at 

remarkably low levels (Agency for Toxic Substances and Disease Registry 2020:9). Although the 

absorption of Pb through oral exposure varies based on the compound ingested and the specific 

physiology of the individual, it results in negative symptoms even in small doses and is 

“associated with toxicity to every organ system” (Agency for Toxic Substances and Disease 

Registry 2020:14,280). Pb consumption has deleterious neurological impacts, including but not 

limited to decreased cognitive function, altered motor and sensory function, and altered moods 

and behavior in both adults and children (Agency for Toxic Substances and Disease Registry 

2020:14). Pb consumption also has well-documented negative impacts on the renal, 

cardiovascular, immune, respiratory, endocrine, gastrointestinal, musculoskeletal, and 

reproductive systems; it is also associated with developmental impacts such as decreased birth 

weight and with an increased risk of developing all forms of cancer (Agency for Toxic 

Substances and Disease Registry 2020:14–16). It suffices to say that the discovery of Pb in 

Tonalá Bruñida sherds through pXRF analysis only implies a negative health impact to 

individuals who engage in its geophagic consumption. 
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As previously discussed, some Spanish women consumed Tonalá Bruñida ware with the 

intent of assuming the pallid, sickly appearance that was aligned with the beauty standard of the 

time period (Rovira and Gaitán 2010:67). Based on this motivating factor for historic Tonalá 

Bruñida ware geophagy, some degree of negative health impacts may be inferred to result from 

the practice. However, oral exposure to Ba is not known to impart any symptoms that would 

directly result in such an impact (Agency for Toxic Substances and Disease Registry 2007:5,27–

28,49–50,52). Further, although the health impacts of Pb consumption are so severe that the 

development of this “pallor” would likely occur in association with several of its symptoms 

(Agency for Toxic Substances and Disease Registry 2020:14–16), knowledge of such severe 

impacts would reasonably have deterred Tonalá Bruñida ware geophagy among colonial period 

practitioners. Based on current information, the pallid appearance that has been postulated as a 

potential motivator of historic Tonalá Bruñida ware geophagy cannot be directly correlated to the 

detrimental health impacts of any deleterious elements identified by this pXRF analysis.  

6.2.4. Distribution of Elements across Depositional Contexts 

 Finally, it is pertinent to discuss the presence or absence of all aforementioned elements 

in Tonalá Bruñida sherds as they differ on the basis of their depositional context (Table 8). Two 

of the seven elements identified (Fe and Zr) are present across the entirety of the Tonalá Bruñida 

ware assemblage analyzed (100%, count = 10). Based solely on the available data, it is 

concluded that the presence of Fe and Zr in Tonalá Bruñida ware at levels detectable by pXRF 

analysis is not impacted by their depositional context, and these elements are not discussed in 

this section. Of the remaining five elements, three (Ba, Zn, and Pb) appear solely in underwater 

contexts (BISC-35), and two (Mn and Sr) appear solely in terrestrial contexts (ST.AUG; Sr also 

appears in the modern tile sample).  
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TABLE 8: Frequency at which the seven elements identified in Tonalá Bruñida sherds by pXRF 

analysis occur within each site and across the overall assemblage (Table by author). 

 

Element 

%BISC-35 

Ba 

100.00 

Mn 

0.00 

Fe 

100.00 

Zn 

83.33 

Pb 

100.00 

Sr 

0.00 

Zr 

100.00 

Sample Size 

6 

%ST.AUG 0.00 66.67 100.00 0.00 0.00 100.00 100.00 3 

%modern tile 0.00 0.00 100.00 0.00 0.00 100.00 100.00 1 

%assemblage 60.00 20.00 100.00 50.00 60.00 40.00 100.00 10 

 

It is notable that Pb, an element that represents a highly detrimental aspect of Tonalá 

Bruñida ware’s nutritional profile, is observed only on BISC-35 sherds (100%, count = 6). 

Because it is known that Pb leaches into the surrounding environment via corrosion when 

deposited in water (Agency for Toxic Substances and Disease Registry 2023), one possible 

explanation for this discrepancy relates to the Pb slag artifact that was also found on BISC-35 

(McKinnon 2016:6). The presence of Pb in all BISC-35 sherds, but not in ST.AUG sherds nor 

the modern tile, indicates that the Pb observed in this pXRF analysis may be due to 

contamination via the corrosion of Pb artifacts on BISC-35. However, this does not constitute 

definitive evidence that Pb was not present in the BISC-35 Tonalá Bruñida ware sherds at the 

time of their production, especially because unrecorded variances in testing locations (e.g., paste, 

slip, paint) on the BISC-35 versus ST.AUG sherds may also contribute to the variable 

appearance of Pb. Therefore, this evidence does not negate the possibility that Tonalá Bruñida 

ware geophagy may have exposed its practitioners to Pb. 

Barium, the only other deleterious element identified in these Tonalá Bruñida sherds, is 

also observed only on sherds from BISC-35 (100%, count = 6). It is speculated that the 

appearance of Ba in BISC-35 sherds is related to the fact that Ba compounds occur in 

“appreciable levels” in natural water, and especially in ocean water (Agency for Toxic 

Substances and Disease Registry 2007:119). Taken alongside the fact that Ba is “strongly 
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adsorbed by clay minerals” (Agency for Toxic Substances and Disease Registry 2007:120) and 

its complete absence in both ST.AUG sherds and the modern tile sample, a strong case is made 

for adsorption of Ba compounds suspended in seawater by Tonalá Bruñida clays as the reason for 

its presence in BISC-35 sherds. 

Zn is the final element that is observed solely on BISC-35 sherds (83.33%, count = 5). 

Although the majority of Zn found in seawater is readily absorbed by plants, animals, and into 

other organic compounds, some ionic Zn remains suspended in seawater where it is absorbed 

into inorganic complexes (Neff 2002:177). One study showed that naturally occurring clay 

materials (in this case, Çankırı bentonite clay) are effective at absorbing ionic Zn from aqueous 

solutions in “relatively short time periods” under the correct conditions (Veli and Alyüz 2007). If 

the Zn observed in the BISC-35 sherds was introduced by absorption into the Tonalá Bruñida 

paste matrix from its prolonged exposure to seawater, the health benefits of Zn supplementation 

that may have been experienced by Tonalá Bruñida ware geophagy practitioners are no longer 

applicable in assessing its nutritional value. However, the current paucity of data on Tonalá 

Bruñida ware composition in general makes it difficult to determine whether the absence of Zn – 

and by extension, of Ba and Pb – in ST.AUG sherds represents an actual difference imparted by 

deposition in a marine context, or if it its absence is better attributed to the limited sample size of 

this analysis. The current data alone is insufficient to determine whether the elements present 

only in sherds from the BISC-35 marine context may have been imparted to individuals engaging 

in Tonalá Bruñida ware geophagy, and the same is true for the elements present only in sherds 

from the ST.AUG terrestrial context and/or modern sample.  

Sr is observed only in ST.AUG sherds (100%, count = 3) and in the modern tile (100%, 

count = 1). The absence of Sr on BISC-35 sherds is best explained by the fact that most stable 
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forms of Sr are readily water soluble (Agency for Toxic Substances and Disease Registry 

2004:3). Based on the ubiquitous presence of Sr across ST.AUG sherds and in the modern 

sample, it is predicted that Sr compounds are a typical component of Tonalá Bruñida ware in 

general, and that the deposition of Tonalá Bruñida artifacts in underwater contexts contributes to 

its apparent absence from BISC-35 samples. 

This same mechanism also likely accounts for the absence of Mn in BISC-35 sherds 

despite its presence in ST.AUG sherds (66.67%, count = 2), since many Mn compounds are 

water soluble (Department of Climate Change, Energy, the Environment and Water 2022). 

However, some Mn compounds are not water soluble (Department of Climate Change, Energy, 

the Environment and Water 2022). Because pXRF data only reveals the composition of materials 

on an elemental level, it is currently not possible to know whether the Mn found in Tonalá 

Bruñida ware exists in the form of a compound that is water soluble. Due to these confounding 

factors, it is also recognized that the presence of Mn on most ST.AUG sherds, and its absence on 

BISC-35 sherds, may again be attributed to the small size of this dataset.  

6.2.5. Conclusions 

 A host of limitations are applicable to this pXRF analysis, including its restriction to 

qualitative data processing, the small size of Tonalá Bruñida artifacts sampled, the inability of 

pXRF analysis to inform molecular material composition, the exclusion of nutritionally 

significant light elements such as calcium (Ca) and potassium (K), and a variety of factors that 

confound the interpretation of its nutritional impacts. Yet, in spite of these limitations, this 

analysis has yielded a wealth of information that is highly significant as a first attempt at 

interpreting the nutritional value of Tonalá Bruñida ware, as well as the impacts of varying 

depositional contexts on its composition. The resulting pXRF data have been thoroughly 
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investigated to produce initial conclusions and to inform future research in these directions. 

Promising directions for this future research include the extension of pXRF analysis to 

encompass larger Tonalá Bruñida ware assemblages under the conditions necessary for 

quantitative data processing. Future studies may also involve the application of other analytical 

methods, such as Fourier Transform Infrared Spectroscopy (FT-IR), that can assess the molecular 

composition of Tonalá Bruñida artifacts. 

6.3. Ceramic Analysis 

 The ceramic analysis undertaken for this thesis involved the extensive documentation of a 

wide array of features on hundreds of Tonalá Bruñida sherds. Through both qualitative and 

quantitative methods, a thorough profile of the most common forms and features of Tonalá 

Bruñida vessels was produced, with detailed measurements providing base information on their 

typical range of presentations that is essential to the ware’s improved understanding in the field 

of historical archaeology. Tables that summarize the significant findings of these procedures are 

provided in Appendices H, I, J, and K. However, to keep the scope narrow and to maintain focus 

on the research questions of this thesis, the analysis detailed within this chapter pertains 

primarily to findings that directly relate to Tonalá Bruñida ware form features that illuminate 

vessel function. These data are most relevant to explaining the demands of the 18th century 

Tonalá Bruñida ware consumer base in Spain and for illustrating the forms produced by Mexican 

potters that were intended to meet them. A broad overview of trends in decorative motifs and 

colors is also provided alongside the caveat that deposition in a maritime environment appears to 

have distorted the colors of most sherds analyzed.  
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6.3.1. Overview of Collections Consulted 

 Tonalá Bruñida artifacts from four discreet shipwreck sites were analyzed with the aim of 

observing potential form variations across different assemblages. Three of these shipwrecks were 

vessels of the Fleet that wrecked off the coast of Florida in 1733; these are San Pedro (8MO104), 

Nuestra Señora del Rosario, San Antonio y San Vicente Ferrer (8MO133), and San José y las 

Ánimas (8MO101). All of these wrecks were excavated by salvors under the supervision of the 

Florida Bureau of Archaeological Research (FBAR) in 1967, 1968, and between 1969–1973 

respectively (Skowronek 1984:26). Although the precise context of the artifacts obtained from 

these excavations was not recorded, members of FBAR attempted to mitigate bias in the 

collection by stressing to the salvors that all artifacts found should be collected (Skowronek 

1984:25–26). These operations therefore produced a more representative sample of the 

shipwreck assemblages than what might be expected of a typical salvage excavation.  

The fourth site from which ceramic collections were analyzed is the Pillar Dollar Wreck 

(BISC-35). The collections used in this analysis resulted from an excavation conducted by a team 

from East Carolina University’s Program in Maritime Studies in 2014 (McKinnon 2016:1). 

However, BISC-35 has been known to salvors and other interested parties since the 1960s and 

has been heavily disturbed since its initial discovery (McKinnon 2016:1). For this reason, the 

context of the artifacts recovered from BISC-35 and the representative nature of the assemblage 

are known to be heavily impacted despite the systematic archaeological methods used on the 

BISC-35 excavation.  

In spite of these disturbances, the prevalence of Tonalá Bruñida sherds on these 

shipwreck sites, as well as the relatively high level of sherd and vessel preservation found within 

many of their assemblages, make these four collections invaluable resources for understanding 
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the variety of Tonalá Bruñida wares that were intended for consumption by colonial period 

European consumers. This is especially true given the high volume of Tonalá Bruñida artifacts 

recovered from 8MO133. The limitations posed by the lack of recorded and/or reliable context 

for these artifacts has no impact on their ability to demonstrate the function that Tonalá Bruñida 

wares would have held in the daily lives of their intended consumer base.  

A final caveat of note is that the conclusions drawn from this analysis rely heavily on data 

gathered from the extensive Tonalá Bruñida ware assemblage found on 8MO133 relative to the 

other shipwrecks. Out of the overall assemblage of 648 Tonalá Bruñida sherds and vessels, 592 

sherds came from the 8MO133 site, representing over 90% of the sample by count and over 85% 

by weight (Table 9).  

BISC-35 contributes the next greatest number of sherds at 47, but these artifacts are 

relatively small and poorly preserved in comparison with those found on the 1733 Fleet wrecks, 

meaning that artifacts from BISC-35 make up less than 0.5% of the collection by weight. The 

significance of these sherds by weight is dwarfed even by the collections from 8MO104, which 

contributes only one large Tonalá Bruñida sherd. Finally, although 8MO101 contributes only 

eight Tonalá Bruñida artifacts, these are of some significance, as three of them are complete or 

nearly complete vessels of exceptional preservation and decoration.  

TABLE 9: Contributions of individual shipwreck sites to analyzed Tonalá Bruñida ware 

assemblage by count and weight (Table by author). 

 

Site: 8MO133 8MO101 8MO104 BISC-35 

Count 592 8 1 47 

Weight (g) 4865.74 636.67 86.05 30.28 

% TB assemblage by count 91.36% 1.23% 0.15% 7.25% 

% TB assemblage by weight (g) 86.60% 11.33% 1.53% 0.54% 
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 Owing to these combined factors, the following form and function analysis is drawn 

entirely from Tonalá Bruñida artifacts that appear in the 8MO133 collections. Information and 

examples derived from the other shipwreck sites is included where beneficial for demonstrating 

specific points of interest. 

6.3.2. Form and Function Analysis Overview 

 The 592 Tonalá Bruñida sherds from the 8MO133 site (excluding body sherds, which 

were not considered in this analysis) consist of 286 rim sherds, 214 base sherds, and 72 handles 

or sherds bearing handles that are stored in the primary bags that make up this collection (FBAR 

collection numbers 1975.8.155.1, 1975.8.156.1, and 1975.8.157.1). These 572 sherds, most of 

which bear only one of the three form features analyzed (rims, bases, and handles), are the 

primary subjects of this analysis. The remaining 20 sherds from 8MO133 are stored under 

separate catalog numbers due to their exceptional preservation (FBAR collection numbers 

1975.8.400.1, 1975.8.400.2, 1975.8.400.3, 1975.8.400.4, 1975.8.400.5, 1975.8.400.6, 

1975.8.414.1, 1975.8.441.1, 1975.8.442.1, and 1975.8.153.1). Most of the sherds from these 

collections comprise a large portion of the overall vessel and are excluded from the following 

discreet analysis of basic features for concision; however, their exceptionally preserved 

decorative elements contribute greatly to the following discussion of motifs.  

 The form types that frame this analysis are derived entirely from the 572 sherds that 

comprise the greatest portion of the 8MO133 Tonalá Bruñida ware assemblage. From those 

sherds, 15 rim forms, three base forms, and two handle forms were identified. For each of these 

feature forms, a representative sherd was selected that demonstrates the typical presentation of 

each type. Each of these representative sherds was photographed and drawn in profile at a 1:1 

scale to serve as a reference of the general standard by which each sherd was placed into the 
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form typology (Figure 24, Figure 31, Figure 34). The relative prevalence of each form within its 

respective feature group by both weight and count is provided in Table 10.  

TABLE 10: Relative prevalence of Tonalá Bruñida ware form features by count and weight 

within 8MO133 ceramic assemblage [FBAR collection numbers 1975.8.155.1, 1975.8.156.1, and 

1975.8.157.1] (Table by author). 

 

Ceramic 

Feature 

Count % of feature by 

count 

Weight (g) % of feature by 

weight (g) 

RIM A 83 29.02% 654.54 37.88% 

RIM B 44 15.38% 295.29 17.09% 

RIM C 1 0.35% 7.02 0.41% 

RIM D 26 9.09% 181.15 10.48% 

RIM E 17 5.94% 71.38 4.13% 

RIM F 9 3.15% 59.77 3.46% 

RIM G 17 5.94% 106.78 6.18% 

RIM H 14 4.90% 90.98 5.27% 

RIM I 8 2.80% 38.34 2.22% 

RIM J 2 0.70% 10.46 0.61% 

RIM K 1 0.35% 2.38 0.14% 

RIM L 48 16.78% 132.10 7.65% 

RIM M 4 1.40% 30.25 1.75% 

RIM N 10 3.50% 37.31 2.16% 

RIM O 2 0.70% 8.38 0.49% 

SR BASE 167 78.04% 1372.11 70.63% 

TR BASE 17 7.94% 245.90 12.66% 

FB BASE 26 12.15% 316.16 16.27% 

I BASE 4 1.87% 13.63 0.70% 

F HANDLE 45 62.50% 385.91 66.40% 

R HANDLE 20 27.78% 146.15 25.25% 

I HANDLE 7 9.72% 49.10 8.45% 

 

 Hinging on this identification of the range of typologies in which Tonalá Bruñida vessels 

take form, the proceeding analysis breaks down the forms in each feature groups as they relate to 

vessel function. Rim forms, from which the most reliable inferences on vessel function can be 

obtained, are the primary focus of this analysis due to the overarching desire to illuminate the 

intended uses of Tonalá Bruñida wares by its producers and consumers. While base and handle 
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decorative scalloped collars, the profile and size of these vessels is similar across the varieties. 

Their general form is most easily observed in the complete collared bowls (both of rim form A) 

found within the 8MO101 collections (one of which, FBAR collection number 1993.613.222.1, 

is shown in Figure 27). Although artifact 1993.613.222.1 is notable for its exceptional 

preservation and ornate decoration, a review of collared bowl type rims from the 8MO133 

assemblage indicates that the form of this complete vessel is quite typical of the type. The 

majority of the collared bowl rims analyzed have a rim diameter near that of this vessel (135.96 

mm), and an overview of the variety of handles appearing on sherds from 8MO133 indicates that 

handles similar to those of artifact 1993.613.222.1 in size and form are prevalent across collared 

bowls, just as they are present on the serving bowl that is the focal point of Naturaleza muerta 

con un tazón de chocolate. 

Despite the fact that the central serving vessel depicted in Naturaleza muerta con un 

tazón de chocolate appears to be made of tin or silver, its form, size, and handle placement is 

reminiscent of those same features on artifact 1993.613.222.1 and across the examples of the 

collared bowl form from 8MO133. It should be noted that despite the presence of a chocolatera 

in the painting, it is possible that the liquid depicted in the metal serving bowl in Naturaleza 

muerta con un tazón de chocolate is not chocolate at all since chocolate was traditionally served 

in pocillos, which are depicted the left foreground (Graham and Skowronek 2016:654). 

Regardless, the similarity of Tonalá Bruñida ware collared bowls (rim forms A, B, C, D, E, and 

H) in form to that depicted within the chocolate service in Naturaleza muerta con un tazón de 

chocolate – and anecdotally, the cacao bean motifs on the interior collar of 1993.613.222.1 

(Figure 27) – further affirm Tonalá Bruñida ware’s presence and importance in and around the 

service of chocolate in colonial-period Spain.  
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In general, it is evident that these commonly occurring Tonalá Bruñida ware collared 

bowls were used in food service. Given their similarities in thickness and diameter, the same is 

likely true for the less common, but still prevalent, other bowl varieties of Tonalá Bruñida ware 

in these collections, which include a standard bowl (i.e., without a collar or other defining 

features; rim form L [Figure 24]) and two varieties of bowls that feature hand-molded scalloped 

decoration across the entirety of their interior and exterior side walls (rim forms F and G [Figure 

24]). Table service is also the obvious function for rim forms in the plato group (rim forms J and 

K). 

The two remaining rim forms, N and O, are relatively uncommon across the 8MO133 

assemblage, but they are highly distinct and merit individual discussion. Nine sherds appear 

within the type of rim form N. While there is a fair degree of variation in the diameter of rim 

form N across its assemblage, with the smallest sherd bearing a diameter of approximately 55 

mm and the largest 160 mm, the category is distinctive for its particularly thin rim and body 

profile and the near-perfectly vertical orientation of its side walls (Figure 24, Figure 28).  

It is posited that the cylindrical vessel construction indicated by the vertical sidewalls of 

rim form N may be evidence that in some instances, Tonalá Bruñida ware may have taken on the 

form and function of chocolateras (Graham and Skowronek 2016:653). Metal chocolateras of the 

era, such as the copper example recovered from 8MO101, featured a long, cylindrical neck and a 

rounded belly (Figure 29) to accommodate a molinillo, the specialized whisk used for frothing 

liquid chocolate that can be seen in the lower left corner of Naturaleza muerta con un tazón de 

chocolate (Figure 25). This cylindrical construction is also seen in the traditional burnished clay 

vessels used for frothing chocolate in Mayan feasting ceremonies (Reents-Budet 2006; Figure 4).  







 

 154 

vessel may not be intended to represent Tonalá Bruñida ware specifically due to its markedly 

darker slip color, its presence indicates that globular vessel forms did have a place on the tables 

of some colonial period Spaniards, even if they were purely decorative. The presence of two 

Tonalá Bruñida ware rims of form O indicate that the ware did exist in such purely decorative 

forms, if only in low frequencies.  

6.3.4. Base and Handle Form Analysis 

 The wide variety of rim forms discussed in the preceding section are indicative of the 

highly varied functions that Tonalá Bruñida ware may have served for the Spanish colonial 

consumer. Although the bases and handles of these vessels cannot provide the same level of 

direct information on vessel function that rim forms provide, a brief overview of the commonly 

encountered forms of these features is provided to paint a more complete picture of the typical 

colonial period Tonalá Bruñida ware vessel.  

 All Tonalá Bruñida ware bases encountered within the collections consulted were 

constructed in a ring form. Three varieties of ring bases were identified across the assemblage: 

short ring bases (SR, count = 167), tall ring bases (TR, count = 17), and flared ring bases (FB, 

count = 26) (Figure 31, Figure 32). Some base sherds were too poorly preserved to identify and 

were marked Indeterminate (I, count = 4) (Table 10). Each of these types of bases would have 

served the same function of stabilizing the vessel. In this case, the variety of form presentations 

represents differential decorative preferences of the Tonalá Bruñida ware producer and/or 

consumer. 
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Although Fondo Sellado ceramics are noted to be rare in Late Postclassic (1200-1520 

CE) contexts in lower central Mexican contexts such as Cholula (McCafferty and Suarez 

2001:5), their presence is considered diagnostic of the Late Postclassic period in the Gulf Coast 

region of Veracruz (Meyer 2023:18). Veracruz was the location of the first Spanish harbor in the 

Americas from which the 1733 Fleet would eventually depart. The existence of Fondo Sellado-

style decoration on the 1733 Fleet Tonalá Bruñida ware assemblage may demonstrate a 

relationship between design elements and techniques that were popular in Late Postclassic 

contexts throughout Mexico and those that were considered marketable as domestic and export 

goods in colonial-period Veracruz. The existing data supplies only anecdotal evidence of these 

relationships; however, it demonstrates promise for future research seeking to elucidate a more 

robust comparison of ceramic assemblages across these two temporal contexts. 

Finally, 72 handles or sherds featuring handles were identified within the 8MO133 

collections. All handles identified were of the general “loop” construction type that is seen on 

FBAR collection number 1993.613.222.1 (Figure 27). These handles may have been intended to 

allow the user to more comfortably pick up the vessel when filled with hot contents, or, due to 

their size, they may have simply been decorative. Two subtypes of handles, Flat (F, count = 45) 

and Round (R, count = 20) (Table 10) were identified based on the method by which the clay 

used to create the loop handle was shaped. Some handles were too degraded to be interpreted and 

were therefore assigned the label Indeterminate (I, count = 7) (Table 10). Although a broad 

spectrum of presentations exists within each of the handle subtypes, a representative or typical 

sherd was chosen for both types and is illustrated in profile below (Figure 34, Figure 35).  
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BISC-35 assemblages of Tonalá Bruñida ware using a Munsell Soil Color Book (2009 Revised, 

2013 Production) as a standard. The main paste color and, where present, colors of slips and 

painted decorative elements were recorded for all 648 sherds analyzed, representing a significant 

amount of replicable qualitative data that serves to better define the typical presentation of 

Tonalá Bruñida ware. In line with Pearson and Hoffman’s (1984:189) report on the general 

coloration of Tonalá Bruñida ware from El Nuevo Constante, paste and slip colors observed 

across the 1733 Fleet collections were overwhelmingly observed to be on the spectrum between 

beige and gray, with a dark core indicative of low firing present on most of the assemblage. In 

contrast, very dark gray or black paste was prevalent in higher quantities on sherds from BISC-

35, potentially indicating a fire at the time of wrecking. While a small percentage of sherds 

across the sites presented with bright red to brick red to occasionally pink paste and/or surface 

treatments, Pearson and Hoffman’s (1984:189) conclusion that this coloration “may or may not 

be a remnant of the [original sherd coloration]” is echoed, and deposition near corals or other 

impacts from marine life are attributed as possible causes of this bright discoloration (Nathan 

Richards 2025, pers. comm.). 

 Painted decoration occurs fairly frequently on sherds and vessels across the overall 

assemblage (count = 109, or 17.44% of assemblage). The primary motifs observed were 

geometric (count = 59, or 9.10% of assemblage), including banding and other angular fields of 

color, and floral (count = 36, or 5.56% of assemblage), including elements such as petals, leaves, 

flourishes, and the occasional appearance of specific botanicals such as the coffee beans present 

on FBAR collection number 1993.613.222.1 (Figure 27). An exceptionally well-preserved 

example of each motif type is presented in Figure 36. Since some sherds were heavily degraded, 

their motif is recorded as Unidentifiable (count = 18, or 3.04% of assemblage).  
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FIGURE 36: Tonalá Bruñida plato showing exceptional example of floral motif decoration 

[FBAR collection number 1975.8.441.1] (A); Tonalá Bruñida taza showing exceptional example 

of geometric motif decoration [FBAR collection number 93.605.1923.1] (B) (Photos by author).  

 

The level of preservation and colorfastness seen in Figure 36 is abnormal across the 

assemblage of Tonalá Bruñida ware from these shipwreck sites. In their report, Pearson and 

Hoffman (1984:189) speculate that the infrequency of painted decorations and the apparently 

faded gray and beige hues of their pigments across the Tonalá Bruñida ware assemblage of El 

Nuevo Constante may be due to the impacts of “200 years of submersion” on their preservation.  

 

FIGURE 37: Examples of Tonalá Bruñida ware recovered from terrestrial contexts, decorated 

with floral (A) and geometric (B) motifs (Florida Museum 2026).  

 

Given the striking colors of decorated Tonalá Bruñida sherds excavated from terrestrial 

contexts (Figure 37), it is probable that painted decorations on these and other maritime Tonalá 

A B 

A B 
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Bruñida ware assemblages would likely be more prevalent and more vibrant had they not been 

deposited in a marine environment. However, this difference may also be explained by the 

generally lower quality of craftsmanship and less ornate decoration often ascribed to export 

wares (Jennifer McKinnon 2026, pers. comm.). 

6.4. Conclusions 

As anticipated, this extensive analysis of Tonalá Bruñida ware forms and other attributes 

has demonstrated that the decorative and functional characteristics of this ware were as variable 

during the colonial period as they are in the modern marketplace. It was not anticipated, 

however, that so many of the forms observed would be identified as potential direct corollaries to 

specific vessel forms used within colonial period chocolate service. Although some of these 

relationships are better supported than others, this collective evidence further affirms the 

importance of Tonalá Bruñida ware to the chocolate service and trade systems in colonial period 

Spain, and moreover, to its position as a potent indicator of status for the Spanish elites who 

coveted it. Further research on the ware’s presence and prevalence across Spanish colonial 

shipwreck sites may continue to illuminate these relationships, potentially demonstrating 

changes in its use-cases or decorative styles over time. Additional analysis of Tonalá Bruñida 

ware collections from terrestrial sites could provide further insight into the precise impacts of 

maritime deposition on the appearance and structural integrity of these and other burnished 

ceramic artifacts. For a more detailed account of the quantitative and qualitative data recorded 

during the present analysis, refer to Appendices H–K.  
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Chapter 7: Discussion 

7.1. Introduction 

 In light of the variety of methodologies employed to meet the research aims of this thesis, 

this final chapter collectively considers all of the resulting data to facilitate a synthesized 

discussion of each of the research questions set forth. For each question, answers are provided 

based on a holistic consideration of all relevant datasets, and future directions for research 

specific to each area are identified. Following this, an additional argument aimed at shifting the 

current understanding of Tonalá Bruñida ware as an archaeological indicator of certain cultural 

and temporal influences is presented. This argument is formed on the basis of evidence 

coincidentally encountered throughout the course of answering the three primary research 

questions. Although this argument does not pertain to these primary aims directly, it is included 

for its potential to make a significant contribution that may affect the ways in which the presence 

of Tonalá Bruñida ware on archaeological sites is interpreted. Finally, ultimate reflections are 

presented with the aim of assessing the implications of these conclusions within the broader 

fields of historical and maritime archaeology.  

7.2. Research Question 1 

 The first set of research questions posed for this thesis reckon with the identification of 

the cultural significance of Tonalá Bruñida ware in two discreet spatiotemporal contexts. 

Specifically, they call into question the roles filled by Tonalá Bruñida ware consumption – in 

both an economic and geophagic sense – within the broader cultural contexts of colonial-period 

Spain and modern day Tonalá. Conclusions derived from historical research, oral history data, 

and pedestrian survey data are synthesized to answer these questions, a process which 

additionally brought to light some striking similarities in the cultural paradigms within these two 
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distinct social environments that inform the frameworks through which Tonalá Bruñida ware is 

valued by its consumers.  

7.2.1. Colonial Period Consumption 

 Historical research and analysis have highlighted the mixed sentiments that informed the 

valuation of Tonalá Bruñida ware among colonial period Spanish consumers. Primary sources 

directly support the idea that colonial-period Spaniards engaged in the geophagic consumption of 

Tonalá Bruñida clays and vessels, including búcaros, with frequency (d’Aulnoy 1691:243). They 

also indicate that the drive to engage in this act historically derived in part from its scent and in 

part from the sheer fervor with which this ware was coveted by wealthy European consumers as 

a fine and exotic commodity (de la Mota Padilla 1870:44).  

Historical research also reveals that colonial period elites understood the geophagic 

consumption of Tonalá Bruñida ware as simultaneously “estimable” and perverse (d’Aulnoy 

1691:243, translation by author), a fact which has been highly influential in shaping the overall 

conclusions derived from historic references. Through analysis of a variety of other lines of 

evidence, including historical secondary sources, historical works of art, and previous historical 

and archaeological scholarship (Graham and Skowronek 2016; Marx 1906; Mintz 1985; Reents-

Budet 2006; Rovira and Gaitán 2010; Ruiz López 2023; Skowronek 1991; Skowronek 1992; 

Skowronek 2002; Voss 2012), it is argued that these mixed sentiments are allegorical to the 

cultural frameworks that informed the social valuation of Tonalá Bruñida ware as a colonial 

period commodity. Specifically, Tonalá Bruñida ware in colonial period Spain was valued by the 

Spanish empire and by individual Spanish consumers as a direct representation of Mexican 

Indigeneity. The extensive maritime trade networks that facilitated the distribution of Tonalá 

Bruñida ware for European consumption signified the great measure of power, wealth, and 
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influence wielded by the Spanish empire. On a smaller scale, an individual’s ability to possess 

these highly valued objects that were so difficult to obtain demonstrated their personal success 

and wealth, alluding to their power and influence within this colonial system. Taking these points 

together, it is argued that the primary social role of Tonalá Bruñida ware consumption in colonial 

Spain was as a material signifier of wealth and power on both an individual and societal level.  

Colonial period Tonalá Bruñida ware geophagy was closely linked to its role in 

performing these social functions. In addition to the act’s direct representation of Spanish 

imperial consumption of Indigenous goods, land, and people, the geophagic consumption of 

Tonalá Bruñida ware is understood to have occurred primarily as a part of traditional chocolate 

service in colonial Spain, further linking its inherent connection to Indigenous consumable 

commodities. Tonalá Bruñida ware and chocolate alike were valued for their taste, but also in 

part as exotic goods that served as signifiers of economic and social influence (Rovira and 

Gaitán 2010). This analysis demonstrated that the valuation and consumption of these two 

Indigenous commodities are a microcosmic representation of the broader colonial period social 

frameworks through which Spain was motivated to consume and colonize the lands, goods, and 

peoples of the Americas. Further conclusions about the physical and social function of Tonalá 

Bruñida ware for the colonial period Spanish consumer derive from ceramic form analysis; these 

conclusions are elaborated within the discussion of Research Question 3. 

7.2.2. Modern Consumption 

 The oral history and pedestrian survey data presented in Chapter 5 demonstrates that 

many of the cultural paradigms that provided the backdrop to the consumption of Tonalá Bruñida 

ware during the colonial period are also reflected in the present-day cultural and economic 

landscape within which Tonalá artisans strive to maintain their craft and make a living. Among a 
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host of other conclusions, oral histories and other conversations undertaken within pedestrian 

survey strongly indicate that many artisans find the greatest success by selling their work in part 

or in full to foreign consumers, especially those in wealthier countries including the United 

States (Vázquez Rodríguez 2024), England, France, Japan, and China (Díaz Medrano 2024). It 

has become necessary for many Tonalá artisans to adapt their practice to the modern global 

market by changing the forms and motifs they employ and by abandoning local sales venues to 

focus purely on modern marketing platforms, such as social media and personal websites. These 

factors are generally reflective of the cultural paradigms that informed the commodification of 

Tonalá Bruñida ware in the colonial period, such as the fascination with the exotic. However, it is 

essential to note that the realities of Tonalá potters in these two time periods are distinguished by 

the agency that modern Tonalá potters employ in adjusting their practice to sustain their living in 

the modern landscape. In contrast, colonial period potters likely had far less agency in the 

decision to adapt their production and sales practices to the preferences of elite Spanish 

consumers under the subjugation of the Spanish empire.  

 The final aspect of this research question is concerned with whether Tonalá Bruñida ware 

geophagy persists in modern Tonalá, and if so, with identifying the cultural factors that inform 

this practice. Based on the consensus reached across all three oral histories, Tonalá Bruñida ware 

geophagy occurs in modern-day Tonalá (Díaz Medrano 2024; Ramos Lucano 2024; Vázquez 

Rodríguez 2024). While it is reported that the primary practitioners of this type of geophagy are 

pregnant women, personal anecdotes from one interviewee reveal that men and children are also 

occasionally drawn to participate (Díaz Medrano 2024; Ramos Lucano 2024; Vázquez 

Rodríguez 2024).  
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 In opposition to the social posturing that partially motivated Tonalá Bruñida ware 

geophagy in colonial period Spaniards, oral history data and other conversations with 

stakeholders indicate that Tonalá Bruñida ware geophagy serves a more practical role in modern 

Tonalá, as well as a cultural one. A variety of reasons were cited for its consumption, including 

the correction of mineral deficiencies that may be encountered by women during pregnancy or 

lactation (Díaz Medrano 2024), the abatement of nausea and acid reflux due to morning sickness 

(Vázquez Rodríguez 2024), or simple craving, driven by the ware’s smell or taste, that may be 

likened to any other “strange” appetite typically experienced by women during pregnancy 

(Ramos Lucano 2024). There is also strong evidence for an aesthetic or otherwise culturally 

mediated valuation of Tonalá Bruñida wares and/or clays that motivates their usage for the 

purposes of beautification (Díaz Medrano 2024; Ramos Lucano 2024) or to soothe pain (Díaz 

Medrano 2024).  

An individual’s reason for engaging in Tonalá Bruñida ware geophagy may derive from a 

combination of any or all of these factors, or still others that are not yet recorded. Significantly, 

the citation of many of these factors as motivators for the practice of Tonalá Bruñida ware 

geophagy align it with other forms of geophagy practiced elsewhere in the world. A variety of 

these instances of geophagy are discussed in Chapter 3 (Laufer 1930; Dickins and Ford 1942; 

Hertz 1947; Loveland et al. 1989; Johns and Duquette 1991; MacClancy et al. 2007; Allport 

2010; Lin et al. 2014; Young 2011; Momoh et al. 2013; Young and Miller 2019; Malebatja et al. 

2024; Mafe et al 2025), but that which most closely relates to the practice of Tonalá Bruñida 

ware geophagy is the consumption of clays from termite mounds practiced by women in several 

southern African countries (Hunter 1993). Experimental dissolution of the clays in the quantities 

consumed by these women revealed that they impart “beneficial amounts” of key micronutrients, 
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demonstrating that termite clay geophagy is “empirical, tested, and pragmatic folk practice” 

(Hunter 1993:86–89) that successfully provides mineral supplementation to an otherwise 

insufficient diet. Given that many of the primary motivators of Tonalá Bruñida ware geophagy in 

modern Tonalá are analogous to the motivators cited by women in southern Africa, who engage 

in it because they “feel the need” to do so due to pregnancy cravings (Hunter 1993:75), a strong 

hypothesis is made for a pragmatic etiology for Tonalá Bruñida ware geophagy in modern 

Tonalá. Taken within the context of Tonalá culture, the referenced beautifying and pain-relieving 

qualities of Tonalá Bruñida ware and clays may also be viewed as a pragmatic use-case. While 

the results of additional methodologies used to directly investigate the nutritional value or other 

health-supporting properties of Tonalá Bruñida ware are elaborated below, further investigation 

of the quantities in which micronutrients are absorbed by the body after digestion of Tonalá 

Bruñida ware is a promising line of future research. 

7.3. Research Question 2 

 The second set of research questions posed for this thesis were intended to direct pXRF 

analysis toward the investigation of two separate questions. The primary goal was to approach an 

understanding of the nutritional impacts of Tonalá Bruñida ware geophagy on the individuals that 

engage in it. Through additional analysis of the data gathered in the process of addressing this 

first question, a secondary goal – evaluating whether Tonalá Bruñida artifacts demonstrate an 

elemental difference on the basis of their deposition in either terrestrial or maritime contexts – 

was also met. pXRF analysis of such a small set of artifacts as was used here facilitates only a 

preliminary investigation into these questions, a fact that has been discussed at length. Despite 

this, the employment of pXRF methodology was successful in beginning to investigate these 

questions and in informing directions for future research.  
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The elements identified within the 10 Tonalá Bruñida artifacts sampled have variable 

physiological impacts upon consumption. Some, such as manganese, iron and zinc, would most 

likely impart a nutritional benefit, while others, such as strontium and zirconium, are not likely to 

provide a detriment or benefit. These conclusions are inconclusive, however, given that pXRF 

analysis under the current conditions is unable to quantify the absolute amount of each of these 

elements within their samples. While a very low dose of most of these elements would likely 

have no impact, a very high dose of many of them may potentially lead to bodily harm. It is also 

important to consider that the bioavailability of these elements cannot yet be understood because 

their actual presence as part of one or more compounds is a major determining factor in their 

ability to be absorbed by the body. A more thorough investigation of Tonalá Bruñida ware 

composition – particularly one that could illuminate the compounds within which these elements 

are present – is a significant direction for future research.  

pXRF also revealed the presence of two elements in various Tonalá Bruñida artifacts, 

lead and barium, which would cause bodily harm in almost any quantities or compounds. Further 

analysis of pXRF data, however, revealed that the depositional context of these artifacts may 

skew the elements that appear within them. It was found that barium and lead appeared only in 

artifacts recovered from a maritime context, while artifacts from a terrestrial context and the 

modern sample were free of these harmful elements entirely. This may imply that the presence of 

nutritionally detrimental elements in some Tonalá Bruñida artifacts may be attributed purely to 

their maritime deposition, and not to their inherent presence within the ware’s material 

composition. Conversely, iron and zirconium were present across all artifacts sampled regardless 

of context, indicating that it most likely is inherent to the composition of Tonalá Bruñida ware 

and is unaffected by depositional context. In this manner, the process of answering the secondary 
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research question – which involved comparing pXRF data across the assemblage on the axis of 

depositional context – served to enhance conclusions regarding the potential nutritional value of 

Tonalá Bruñida ware as an object of geophagy. pXRF analysis of a greater quantity of Tonalá 

Bruñida artifacts from both depositional contexts may serve to affirm or reject these conclusions 

and provide a more detailed picture of the nutritional profile of Tonalá Bruñida ware. 

7.4. Research Question 3 

 While the first research question is concerned with the metaphorical function of Tonalá 

Bruñida ware as a commodified object of social currency, this final question aims to understand 

the literal functions that Tonalá Bruñida ware most commonly served among its elite consumers 

in Spain. These functions are interpreted by means of extensive analysis of Tonalá Bruñida 

artifacts recovered from 18th century shipwreck collections with a focus on identifying common 

forms and their functions.  

This analysis identified 15 distinct Tonalá Bruñida ware forms within the four shipwreck 

collections considered. Of these 15 forms, only one, the tinaja, was determined to be purely 

utilitarian, and one, a rarely occurring unidentified globular form, is likely purely decorative. The 

remaining 13 primarily include bowls intended for table service with mostly aesthetic form 

variations. The collared bowl form and its multiple subtypes make up the great majority of the 

assemblage, but standard bowls and bowls with scalloped walls are also prevalent. Other forms 

identified include jarras, platos, and potentially chocolateras. The analysis of the functions that 

each of these forms served is supported by historical evidence, including their similarity to 

vessels that appear in historic paintings, and by existing archaeological scholarship (Graham and 

Skowronek 2016). 
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This form and function analysis affirms and strengthens historical research conclusions 

by identifying the specific functions that Tonalá Bruñida ware likely served in table service in 

general, and in chocolate service specifically. By directly demonstrating the specific functional 

roles that Tonalá Bruñida wares were intended to fill, conclusions about its symbolic significance 

to its consumers are specified, reinforced, and made concrete. These conclusions are further 

strengthened by the maritime context of all Tonalá Bruñida ware collections that underwent form 

analysis, as this context affirms that these wares were definitively destined for consumption by 

the colonial period market. As evidenced by the overwhelming frequency at which it was 

intended to function as an element of colonial period table service, Tonalá Bruñida ware is again 

affirmed to have functioned socially as a material signifier of power and influence. Its cultural 

significance in colonial period Spain is enmeshed with the social and economic symbolism that 

is enshrined in table service as a ritual act.  

In addition to the form analysis that took priority in answering the specific questions 

pertinent to this thesis, a host of additional data was also gathered from all artifacts analyzed. 

This includes extensive quantitative data, including the dimensions of a variety of Tonalá 

Bruñida ware form features, and qualitative data, including detailed information on common 

Tonalá Bruñida ware motifs and decorative elements. This dataset constitutes basic research that 

significantly advances the understanding of Tonalá Bruñida ware as an archaeological ceramic 

type. Future research in this area may continue to enhance the archaeological understanding of 

the forms, functions, and aesthetics of Tonalá Bruñida artifacts through comparative analysis of 

additional collections from terrestrial sites and other maritime sites alike.  
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7.5. Additional Results: Disputing the Production Date Range of Tonalá Bruñida Ware 

Although it falls outside the direct scope of the research questions proposed for this 

thesis, in the process of research, an argument in support of revising the currently accepted date 

range of Tonalá Bruñida ware is elaborated here. The typical date range for Tonalá Bruñida ware 

encountered in archaeological sites is 1650–1800 (Florida Museum 2026) or 1650–1810 (Deagan 

1987:45). The 1650–1810 date range first appears in Charlton and Katz’s (1979) seminal 

publication on Tonalá Bruñida ware, but several factors indicate that this date range should not 

be accepted as a universal date range for Tonalá Bruñida ware across all archaeological contexts. 

While the article in question, “Tonalá Bruñida Ware: Past and Present” (Charlton and 

Katz 1979), is primarily concerned with elaborating ethnographic data gathered about the Tonalá 

Bruñida ware production landscape in the late 1970s, the archaeological excavations from which 

the 1650–1810 date range was inferred aimed to investigate “post-Conquest Periods (1521–

1969) of the Teotihuacan [sic] Valley,” (1979:45–46). The full report on these excavations, 

published by Charlton (1972), was difficult to find, but it was eventually obtained for purchase 

for a small fee through the online archives of the University of Iowa. The details of this 

excavation are not elaborated in “Tonalá Bruñida Ware: Past and Present” (Charlton and Katz 

1979), save for the fact that 55 Tonalá Bruñida sherds were encountered therein, constituting a 

“negligible fraction” of the assemblage (Charlton and Katz 1979:45–46). Of those 55 sherds, 

“fifty-three … occur in sites dating to the Late Colonial period,” and the rest come from either 

mixed contexts or surface collection (Charlton and Katz 1979:45–46).  

On the sole basis of the existence of these 55 sherds in Late Colonial contexts, and on 

their idea that “neither [Tonalá Bruñida ware’s] colors nor [its] designs are pre-Conquest in 

origin,” Charlton and Katz (1979:46) assert that “the time range of Tonalá Bruñida Ware in the 
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Teotihuacan [sic] Valley is primarily the Late Colonial Period of 1650–1810 when the Spaniards 

were establishing themselves in the area.” While the reliability of the proposed 1650–1810 date 

range might reasonably be questioned based solely on the size of the sample that informed it, this 

conclusion is problematic on many additional levels, each of which is elaborated below. 

7.5.1. Time Period and Location of Excavations 

First, it should be noted that the excavations that were used to propose the 1650–1810 

date range did not encompass a thorough investigation of precolonial contexts in the Teotihuacán 

Valley. This is evident given that Charlton’s fieldwork was explicitly “designed to locate 

Colonial (A.D. 1521–1810) and Republican (A.D. 1810 to present) period sites” (Charlton 

1972:1). The fact that Tonalá Bruñida sherds may not have yet been discovered in precolonial 

contexts in the Teotihuacán Valley does not preclude the possibility of the ware’s existence there, 

especially when the excavations referenced by the 1979 article were unconcerned with 

precolonial contexts. A review of literature on the topic of precolonial archaeology of the 

Teotihuacán Valley is rendered unnecessary to this argument by several of the points discussed 

below. 

7.5.2. Local Preexistence of Materials and Production Techniques 

Second, the idea that the design aesthetic of Tonalá Bruñida ware is “colonial” is 

subjective at best. It is possible that colonial period Tonalá Bruñida ware artisans sometimes 

sought to replicate European colonial ceramic motifs due to a desire to more successfully market 

their products to the European colonial consumer base or due to aesthetic preference. Because of 

these factors and the fact that Charlton’s 1972 excavations were primarily concerned with 

colonial period contexts, it stands to reason that the Tonalá Bruñida assemblage he encountered 

did heavily feature colonial-style motifs, leading to the assumption that the ware is colonial in 



 

 173 

origin. However, the mere existence of sherds with designs that reflect colonial-period aesthetic 

tendencies does not mean that sherds whose designs bear no European influence may not 

eventually be discovered – either in concurrent or earlier contexts. 

More importantly, a variety of factors affirm that the techniques used to produce Tonalá 

Bruñida ware – and to produce all of the design elements found on colonial period Tonalá 

Bruñida artifacts – existed in Mexico long before Spanish contact. These include: the native 

origins and easy accessibility of clays used to produce Tonalá Bruñida paste and slip in a pre-

urbanized environment (Charlton and Katz 1979:47); the fact that the full range of blue, purple, 

black, red, and ochre tones that appear on colonial period Tonalá Bruñida sherds can be created 

solely using locally mined pigments (Charlton and Katz 1979:48); and the fact that, as a low 

fired ceramic, Tonalá Bruñida ware was historically produced in kilns built only using stones, 

mud, and “the same clay used to make the vessels” (Alzate Ramirez 1831:376–377) and still 

continues to be fired in “simple kilns” in modern times (Charlton and Katz 1979:49), indicating 

that European high-fire kiln technology was not necessary to its production. In combination, 

these factors demonstrate that the two basic lines of evidence used by Charlton and Katz to assert 

that Tonalá Bruñida ware is of definitive colonial origin – its existence in colonial period 

contexts and the alleged influence of European ceramic motifs on its design – are insufficient to 

conclude that the ware was not produced in precolonial contexts. 

7.5.3. Location of Excavations 

Furthermore, it is important to note that the given 1650–1810 date range may in fact be 

appropriate for Tonalá Bruñida ware’s introduction to the Teotihuacán Valley, a geographic 

constraint that the authors qualify when the date range is first presented (Charlton and Katz 

1979:46). However, Charlton and Katz fail to mention in-text that the region defined as the 
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Teotihuacán Valley is more than 500 kilometers (km) from Tonalá, where Tonalá Bruñida ware 

was invented and continues to be produced today. Their only mention of this distance is in the 

form of an unscaled, unreferenced map, reproduced in Figure 38. Given the great distance 

between these two locations, it stands to reason that Tonalá Bruñida ware may not have existed 

in the Teotihuacán Valley until additional interregional trade networks were developed under the 

Spanish empire to meet the increased demand for overseas trade, as proposed by the original 

authors (Charlton and Katz 1979:53). 

 

FIGURE 38: Map presented in “Tonalá Bruñida Ware: Past and Present” with a black arrow 

showing the distance between Tonalá and the Teotihuacán Valley area in which the excavations 

took place, outlined in black to the bottom right of Mexico City (Charlton and Katz 1979:48). 

 

However, an issue arose when the 1650–1810 date range, originally intended to describe 

the context of Tonalá Bruñida ware in an area remote to the origin of its production, became 
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accepted as an appropriate production date range across all Mexican contexts. In Artifacts of the 

Spanish Colonies of Florida and the Caribbean, 1500–1800, the 1650–1810 date range is 

described as appropriate for dating Tonalá Bruñida ware across Floridian, Caribbean, and 

“Mexican contexts” alike (Deagan 1987:44–45).  

Deagan’s (1987) generalization that the date range applies to all Mexican contexts is 

understandable given that it is appropriate for the Floridian and Caribbean contexts with which 

she was primarily concerned, where Tonalá Bruñida ware could not have existed in significant 

quantities before the advent of substantial maritime trade under Spanish rule. Further, given that 

Charlton and Katz (1979) include little information about the context of the excavations which 

informed their proposed date range – and given their assertion that Tonalá Bruñida ware is of 

colonial origin on the basis of their alleged aesthetic similarity to European colonial wares – it 

becomes even more understandable. Under this pretense, it is not difficult to imagine how the 

1650–1810 date range that Charlton and Katz proposed for Tonalá Bruñida ware in the 

Teotihuacán Valley could be mistakenly interpreted as an appropriate date range for the ware 

across “Mexican contexts” in general (Deagan 1987:45). However, this generalization has 

unintentionally reinforced the idea that Tonalá Bruñida ware did not exist prior to Spanish 

contact. The 1650–1810 date range has been repeatedly cited across archaeological reference 

materials (Florida Museum 2026) and within site reports where Tonalá Bruñida ware was 

encountered (Pearson and Hoffman 1984).  

7.5.4. An Updated Production Date Range as Proposed by Oral Histories 

In summary, the mere existence of Tonalá Bruñida sherds with colonial-style designs in 

colonial period contexts are not sufficient evidence for the idea that neither Tonalá Bruñida ware 

nor its production traditions could have existed in Mexico prior to Spanish influence. Moreover, 
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the fact that the excavations used to propose the 1650–1810 date range took place at a significant 

distance from Tonalá – and that these excavations were generally unconcerned with precolonial 

contexts – are crucial details that have lost recognition in the relevant literature over time.  

Based on the oral histories conducted as a part of this thesis, in which participants firmly 

assert that the traditional production of Tonalá Bruñida ware existed in time periods long before 

colonial contact (Díaz Medrano 2024; Vázquez Rodríguez 2024), the date range of 1650–1810 is 

inappropriate for dating Mexican, and especially central Mexican, contexts in which Tonalá 

Bruñida ware is encountered. Until further archaeological data is encountered or gathered in the 

Tonalá region that refutes this conclusion, these oral histories constitute the most relevant 

evidence for discerning the true earliest extent of the production date range of Tonalá Bruñida 

ware.  

7.6. Implications and Conclusions 

 This thesis utilized a diverse set of methodologies to answer an equally diverse set of 

questions about a single archaeological ceramic type and its significance to consumers in the past 

and present. Made more complex by the additional mode of consumption – geophagy – to which 

this ware has been subjected in both modern and historical contexts, these efforts illuminated the 

role and significance of Tonalá Bruñida ware in a complex web of political, social, and economic 

paradigms.  

Historical research, oral history, pedestrian survey, and archaeological methods have been 

employed in tandem in attempt to understand the cultural significance of Tonalá Bruñida ware 

consumption across time and space in both an economic and geophagic sense. In addition, pXRF 

analysis of Tonalá Bruñida ware’s material composition has been undertaken to illuminate its 

physiological impacts on the individuals who engage in its geophagy. Applying such diverse 
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approaches to the study of a single element of archaeological material culture is, in itself, novel 

and significant.  

This significance is enhanced by the additional effort that this thesis has made to employ 

these methodologies with explicit consideration for the social enmeshment of its subject matter 

in both the past and present. This was achieved by expressly prioritizing and featuring the 

contributions offered by the Tonalá artisan community, for whom the preservation of Tonalá 

Bruñida ware’s history and significance is most important. By successfully approaching the 

study of Tonalá Bruñida ware with such a diverse set of aims and methods, this thesis 

demonstrates that future material culture studies in historical archaeology may be deepened and 

better contextualized through the application of synthesized, interdisciplinary approaches.  
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Appendix A: Oral History Questionnaire, Spanish with English Translation 

 

Puntos de discusión para las entrevistas orales: East Carolina University, Department of History, 

Program in Maritime Studies. Tesis de la candidata de maestría Dorian Record.  

  

1. ¿Hace cuantos años ud. ha estado haciendo la Tonalá Bruñida?  

a. ¿De dónde o de quién aprendió hacerla?  

b. ¿Sea una tradición familiar, y hace cuánto tiempo?  

2. ¿Hoy en día se vende mucha de la Tonalá Bruñida?  

a. ¿A cuáles tipas de personas se vende?  

b. ¿En dónde la vende?  

c. ¿Ud. la vende o alguien más?  

3. Según ud., ¿hay alguna parte(s) de la Tonalá Bruñida que se hace distinta de toda la otra 

cerámica? Puede ser algo de la pasta, la técnica, algo cultural, o lo que sea.  

4. Algunos fuentes hablan de una tradición de ingerir, o de comer, la pasta de Tonalá 

Bruñida en cualquier forma. ¿Ud. sabe algo de eso?  

a. ¿Ud. puede pensar en cualquier razón que causaría a la gente que comer este tipa de 

cerámica?  

b. ¿Ud. conoce a alguien que ha comido de la cerámica o del barro en el pasado?  

5. En resumen, ¿qué significa la Tonalá Bruñida para ud.?  

a. ¿Hay alguien que la va a hacer después de ud., o sea que ud. esté preocupado/a por su 

futura?  

6. ¿Hay algo más de que ud. quiere hablar?  

 

Discussion points for oral history interviews: East Carolina University, Department of History, 

Program in Maritime Studies. Thesis for master’s student Dorian Lee Record.  

 

1. For how many years have you been making Tonalá Bruñida? 

a. Where, or from whom, did you learn to make it? 

b. Is it a family tradition? If so, for how long? 

2. In recent times, do you sell lots of Tonalá Bruñida? 

a. To what types of people do you sell it?  

b. Where do you sell it? 

c. Do you sell it, or does someone sell it on your behalf? 

3. According to you, is there any part(s) of Tonalá Bruñida which make it distinct from 

other ceramics? This could be anything, from the paste to the technique, something 

cultural, etc. 

4. Some sources speak of a tradition to ingest, or to eat, the paste of Tonalá Bruñida in 

various forms. Do you know anything about this?  

a. Can you think of any reason that would cause people to eat this type of ceramics? 

b. Do you know of anyone who has eaten the ceramics or clay in the past? 

5. In summary, what does Tonalá Bruñida mean to you? 

a. Is there anyone who is going to carry on making it after you, or are you worried about 

its future? 

6. Is there anything else that you’d like to talk about? 

  



 

 190 

Appendix B: Oral History Workflow 

 

This predetermined workflow, derived from the guidelines of the Oral History 

Association (2025), was followed for all oral history interviews conducted for this thesis to 

standardize the collection of basic data and ensure that all interviewees were appropriately 

informed about the purpose and eventual use of their interview before providing their consent to 

participate.  
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Oral History Interview: Methodology and Workflow. East Carolina University, Department of 

History, Program in Maritime Studies. Master’s Thesis Research, Dorian Record. 

1. Pre-interview discussion and obtaining consent: 

a. Describe reason for conducting interview: what this contributes to my research 

b. Describe process of conducting oral history, including general length of interview, 

how it will be recorded (audio and written notes), how it will be used, and the 

need for informed consent and deed of gift 

c. Discuss interviewee’s expectations for interview: what do they hope will be 

covered? 

d. Sign consent forms 

e. Agree on approximate length of interview session (ideally ~1 hour) 

2. Interview process: 

a. Lead in: 

i. Para el propósito de las investigaciones de la tesis de mi maestría, yo, 

Dorian Record, empiezo esta entrevista con [name of interviewee] sobre 

sus experiencias con la cerámica Tonalá Bruñida. Hoy es el [x] de 

[junio/julio], dos mil veinte y cuatro. Estamos [en la casa del/la 

entrevistado, en la alfarería, etc.].  

b. Begin with open ended question 

i. Ask follow up questions where appropriate 

ii. Take notes regarding responses, body language, all forms of 

communication 

c. Thank the interviewee for their time 

3. Post-process: 

a. Sign deed of gift 

b. Fill out key terms and summary on consent form 

c. Transfer recorded interview to Google drive and flash drive storage – 2 or 3 

backups 

d. Photograph copies of consent form and deed of gift 
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Appendix C: Oral History Consent Form, Spanish with English Translation 

 

The original signed copies of these consent forms have been retained in paper format 

with digital backups. 

 

Informe de documentación para entrevistas orales: East Carolina University, Department of 

History, Program in Maritime Studies. Tesis de la candidata de maestría Dorian Record. 

 

Número de entrevista:     

 

Fecha de entrevista: 

 

Entrevistadora: 

Apellido: Record Nombre: Dorian 

 

Entrevistado(s): 

1. Apellido(s):       Nombre(s):       

 

2. Apellido(s):       Nombre(s):       

 

3. Apellido(s):       Nombre(s):       

 

Palabras Claves: 

 

Resumen: 

 

 

 

 

 

Preguntas para la entrevistadora: 

1. ¿Contiene esta entrevista cualquier información personal que podía representar un 

riesgo a la privacidad, incluye una dirección física, número de teléfono, información 

sobre la atención médica, datos del IMSS, o algo más? 

No_____ Sí _____ Comentario:         

2. ¿Contiene esta entrevista cualquier información confidencial o sensitiva (sobre 

cualquier persona) que se debe considerar antes de publicar esta entrevista? 

No_____ Sí _____ Comentario:         

3. ¿Contiene esta entrevista acusaciones criminales en contra a cualquier persona?  

No_____ Sí _____ Comentario:         

4. ¿Contiene esta entrevista difamaciones o libelos en contra a cualquier persona? 

No_____ Sí _____ Comentario:         

5. ¿Contiene esta entrevista secretos comerciales? 

No_____ Sí _____ Comentario:         

6. ¿Usa esta entrevista lenguaje que sea insensible culturalmente? 

No_____ Sí _____ Comentario:        
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Oral History Consent Form: East Carolina University, Department of History, Program in 

Maritime Studies. Thesis for the master’s Candidate Dorian Record. 

Interview Number:  

 

Interview Date:  

    

Interviewer: 

 

Surname: Record First Name: Dorian 

Interviewee(s): 

1. Surname(s):       First Name(s):     

  

2. Surname(s):       First Name(s):     

  

3. Surname(s):       First Name(s):     

  

Key Terms: 

 

 

 

Summary: 

 

 

 

 

 

Questions for the Interviewer Use: 

1. Does this interview contain any personal information that could represent a risk to the 

privacy, including physical address, phone number, information about medical treatment, 

social security numbers, or other?  

No_____ Yes _____ Comments:  

2. Does this interview contain any confidential or sensitive information (about any 

person) that should be considered before the publication of this interview?  

No_____ Yes _____ Comments:     

3. Does this interview contain criminal accusations against any person?  

No_____ Yes _____ Comments:         

4. Does this interview contain defamation or libel against any person?  

No_____ Yes _____ Comments:         

5. Does this interview contain commercial or trade secrets?  

No_____ Yes _____ Comments:         

6. Does this interview utilize any culturally sensitive language? 

No_____ Yes _____ Comments:  
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Appendix D: Oral History Deed of Gift Form, Spanish with English Translation 

 

The original signed copies of these deed of gift forms have been retained in paper format 

with digital backups. 

 

Escritura de Donación de la Entrevista Oral: East Carolina University, 

Department of History, Program in Maritime Studies. Tesis de la candidata de maestría 

Dorian Record. 

 

Número de entrevista:     

 

 

Nosotros, (ENTREVISTADO) y Dorian Record (ENTREVISTADORA), damos a la 

Entrevistadora para los propósitos de las investigaciones para la tesis de su maestría, este 

entrevista ya grabada el día de      (FECHA) como regalo, y entonces damos a ella 

todos los derechos que se le pertenece, incluso el copyright, o lo que sean los derechos de autor.  

 

 

 

              

FIRME DE ENTREVISADO (1)   FIRME DE ENTREVISTADORA 

 

              

FECHA      FECHA 

 

              

NÚMERO DE TELÉFONO    NÚMERO DE TELÉFONO 

 

              

CORRÉO ELECTRÓNICO   CORRÉO ELECTRÓNICO 

 

 

 

 

              

FIRME DE ENTREVISADO (2)   FIRME DE ENTREVISADO (3) 

 

              

FECHA      FECHA 

 

              

NÚMERO DE TELÉFONO    NÚMERO DE TELÉFONO 

 

              

CORRÉO ELECTRÓNICO   CORRÉO ELECTRÓNICO 

Oral History Deed of Gift: East Carolina University, 
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Department of History, Program in Maritime Studies. Thesis for the master’s Candidate 

Dorian Record. 

 

Interview Number:     

 

 

We,        (INTERVIEWEE) and Dorian Record 

(INTERVIEWER), give to the Interviewer for the purposes of her master’s thesis research, this 

recorded interview on the date      (DATE) as a gift, and therefore we give to her all 

of the rights pertaining therein, including that of copyright, and all rights as its sole author. 

 

 

              

INTERVIEWEE SIGNATURE (1)   INTERVIEWER SIGNATURE 

 

              

DATE       DATE 

 

              

PHONE NUMBER     PHONE NUMBER 

 

              

EMAIL ADDRESS     EMAIL ADDRESS 

 

 

 

 

 

              

INTERVIEWEE SIGNATURE (2)   INTERVIEWEE SIGNATURE (3) 

 

              

DATE       DATE 

 

              

PHONE NUMBER     PHONE NUMBER 

 

              

EMAIL ADDRESS     EMAIL ADDRESS 
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Appendix E: Spanish Transcriptions of Oral Histories 

 

Interview 1: Pablo Ramos Lucano 

 

[Dorian Record] 

Buenos días, para el propósito de las investigaciones de la tesis de mi maestría, yo Dorian 

Record, empiezo esta entrevista con Pablo Ramos Lucano sobre sus experiencias con la cerámica 

Tonalá Bruñida de que es artesanal, o una persona de artesanía. Hoy es el 28 de junio, 2024 y 

estamos en su casa para hacer esta entrevista. Bueno, entonces, buenos días Pablo, mucho gusto 

por bienvenirme o por tenerme en casa. 

 

Entonces quiero empezar con unas preguntas más sencillas. ¿Hace cuántos años usted ha estado 

haciendo la Tonalá Bruñida? 

 

[Pablo Ramos Lucano] 

Tengo aproximadamente desde el año, cuando tenía 15 años más bien. Cuando tenía 15 años, 

hasta hoy en la actualidad, no he dejado de trabajar. Tengo 64 años y todavía sigo trabajando. 

 

[Dorian] 

¿Aprendiste a hacerla desde tu familia o de dónde? 

  

[Pablo] 

Una parte, una parte la aprendí de mi papá, porque mi papá era de los artesanos de los años 20, 

30. Yo la aprendí cuando iba a la primaria, a la escuela.  

 

[Dorian] 

Ah, sí. 

 

[Pablo] 

Cuando tenía 15 años, iba con un señor, cuando salía de clases, iba con un señor a enseñarme a 

pintar y gracias a ese señor empecé a descubrir lo que era el bruñido. 

 

Y mi papá trabajaba en los talleres con un señor de San Pedro, Tlaquepaque, pero ahí ese señor 

trabajaba lo que es el barro petatillo. Yo empecé, como se puede decir, desde abajo. Conocí la 

técnica del barro bruñido y ahí poco a poco me fui enseñando más y más, experimentando más 

colores, trabajo, diseños. 

 

Y hoy en día pues ya trabajo el barro bruñido, pero también trabajo en el barro petatillo, pero el 

barro petatillo es vidriero sin plomo, porque la grieta ya no la, no la, se nos hace difícil trabajarla 

porque no podemos transportar. 

 

[Dorian] 

Sí, eso sale como, como una otra pregunta, es que, bueno, usted está diciendo que hoy en día sale 

como más difícil para vender de esta cerámica de la Bruñida, ok, entonces háblame sobre eso, si 

quiere. 
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[Pablo] 

Sí, porque, porque la esta, el bruñido es más, es más sencillo y más rápido, y se puede 

comercializar más, más pronto, porque eso no lleva sola, una sola quemada, el barro bruñido. Es 

pinte, más se preparan los colores de lo que son estos básicos, el negro, el verde y el azul. El azul 

son colores de, que se tiene que comercializar, este, una, cómo se llama, liga del Rosario, ya que 

aquí en Tonalá no tenemos esa, esa facilidad de hacer nuestros propios colores, tenemos que 

recurrir al Rosario para comprar esa liga, que a nosotros nos sirve para mezclar los colores para 

la grieta de, para la loza de bruñido. 

 

Sí. Y la de, la de esmalte, pues es, la de esmalte es diferente, se lleva dos quemas. 

 

[Dorian] 

Sí, dos quemas. 

 

[Pablo] 

Dos quemas, y es más difícil, porque los, eso, los engobes, los colores, son más diferentes, 

preparados más diferentes, son más, más, más caros la, la, lo que es la bentonita y el, este, el 

blanco, son más diferentes de conseguir, porque no es tan fácil conseguir de así poquito, y 

colores para grieta, esos más fáciles de conseguir, y son más prontos para quemar nuestras losas, 

ya. Yo, una sola pieza de esta, de, de ese, de vidrio sin plomo de bruñido, sí, pinto una o dos 

piezas, o dos piezas, y sin embargo, las losas de, de bruñido, no, pues, para pronto que pinto 

muchas, verdad, para hacerse más fácil, más fácil las losas de bruñido, pero también el, también 

hoy en día se nos hace difícil conseguir la, una que se llama pirita. 

 

[Dorian] 

Pirita. 

 

[Pablo] 

Es que esa, esa se comercializa en, en Zacatecas. Allá la conseguimos, pero aquí en Tonalá, no, 

no, no, no es tan fácil conseguir esa, esa piedrita sin mineral. La que se va a separar del oro, del 

oro, y a separar esa, esa que se llama, que le llamamos pirita, esas, esas, esas, esas, las que 

nosotros, los artesanos, los, los, estos de, que trabajamos barro bruñido, esas nos sirven para 

sacarle brillo a la loza. 

 

[Dorian] 

Ah, sí, entonces es algo, es como un desgrasante o algo que tienes que añadir para que la 

cerámica sale, sale buena y ya no hay bastante para, para usar. No. ¿Te entiendo correcto? 

 

[Pablo] 

Sí, sí.  

 

[Dorian] 

Entonces, a ver, es que, bueno, entonces, o sea, que para usted sale difícil que vender la 

cerámica, o solo para como producir, producirlo como, con la falta de esmalterial, esmalteriales 

que ya hay, o, o, ¿cómo sea eso? Los, los dificultades. 
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[Pablo] 

Ah, el, el dificultado, problema que, más bien yo, personalmente, ¿verdad? No digo nada, todos 

mis compañeros, mis compañeros, ellos sí, sí producen su mercancía, sí fabrican, sí trabajan, 

pero a mí se me hace difícil, ¿por qué? 

 

Porque yo no tengo un horno adaptado para quemar mi mercancía de alta temperatura, ¿verdad? 

Pero la loza de bruñido, esa se comercializa más, más fácil y más pronto, porque su trabajo es 

más rápido. 

 

Esa es la loza de bruñido, se quema en un horno que se llama hornos comunitarios. 

 

[Dorian] 

Sí. 

 

[Pablo] 

Esos hornos comunitarios, esos se queman con leña, con leña, y esos de, con leña, vas tú al 

monte o vas con una persona que te la traiga, que traiga las ramas de huizache o de encino, qué 

sé yo, eso de esa leña no sirve para quemar la loza de bruñido y no es tan difícil, ¿verdad? No es 

tan difícil. Además, tener un horno especialmente para quemar la loza de bruñido, a mí no se me 

hace tan difícil. 

 

No es sólo la quema ahí, eso no es la quema de, porque la loza se bruñe en sí, en crudo.  

 

En crudo la loza, en crudo, ¿verdad? Y los colores se preparan con, con este, con una liga que se 

llama, una liga del Rosario y eso no es tan difícil, ¿verdad? Se van preparados los colores con la 

liga, esa con la liga que se vende en el Rosario, tener un trapito para echarle la capa de agua y 

ese, la pirita, tener ya lista para darle el brillo a la pieza, ¿verdad? 

 

Y así en forme vaya utilizando el, se llama isopo, ese trapito.  

 

[Dorian] 

¿Isopo?  

 

[Pablo] 

Con el palito, se llama isopo. 

 

Conforme tú lo vayas utilizando, luego le das con la pirita para que no se te seque la parte que 

echaste el agua, le tallas con la pirita y ya sale el brillo. Y así conforme vas por parte por parte 

hasta que no termine la pieza, ¿verdad? Y aun así ya está lista para quemarse, ¿verdad? 

 

Sí. Y es más fácil y más rápido. Más rápido. Y esta es la cosa más difícil. 

 

[Dorian] 

Bueno, sí, entonces, ok, a ver, ¿de qué vamos a hablar?  

 



 

 199 

Espérame, perdón. Sí, bueno, pero ¿cuándo se, cuándo se venden como estas, estas piezas de 

cerámica, en cuáles tipos de personas se interesan, o en dónde se venden? ¿Cómo, cómo sea 

como lo que se vende o el hecho de venderlo? 

 

[Pablo] 

Mira, esto, estas piezas se da uno cuenta cuando hay estos eventos, eventos, cuando hay estos 

programas sociales donde se comercializa. 

 

[Dorian] 

Sí, ok. 

 

[Pablo] 

Es todo ese tipo de trabajo, ¿verdad? Por eso hay que meterse en una página para ver dónde hay 

eventos para uno sacar la convocatoria y asistir a ese evento porque de esos lugares viene mucha 

gente de todos los países.  

 

De todos los países y esos lugares son muy buenos para comercializar nuestra mercancía. 

 

[Dorian] 

Eso sí, es interesante. ¿Y te parece buena que se vende como por todas, todas partes del mundo o 

bueno, para usted sea mejor si como los mexicanos y la comunidad así se compra o cómo te 

parece como este, este modo de venderlo? 

 

[Pablo] 

Mira, porque casi la mayoría de todos, casi del estado de Jalisco, Michoacán y otros lugares, 

otros estados, también, son muy buenos artesanos, pero cada quien tiene, cada quien respeta su 

tradición. Por eso casi la, casi la mayoría de todos los artesanos, por eso es necesario de acudir a 

los eventos porque todos, todos los artesanos que, que, que vivimos aquí en el estado de Jalisco, 

que producimos nuestra mercancía, por eso es muy bueno los eventos para concurrir a ese lugar 

y todos tal vez beneficiados, todos salir, ¿verdad? 

 

Vender una, dos, tres piezas cada quien, y así todos seremos beneficiados, tanto como ellos como 

nosotros, ¿verdad? Ellos también son muy buenos artesanos. Yo no digo que son malos, también 

me gustan los trabajos de ellos. 

 

Como me mandan mensajes de España a unos compañeros en su mercancía, yo también les 

mando mensajes, mira, uno intercambia ideas, ¿verdad? O sea, no, no ser egoístas, ¿verdad? 

 

Si sabes uno, o sea, sabe uno del trabajo, cómo va el proceso desde la mercancía, también 

apoyarlo, o sea, no, tampoco no quedarse uno así, no ser egoísta, ¿verdad? Me mandan mensajes 

seguido en el Facebook de españoles, ceramistas tradicionales, yo comparto ideas con ellos y 

también ellos conmigo, ¿verdad? Así para que, no, no hay que ser egoístas, ¿verdad? 

 

Porque todos ocupamos de todo. 

 

[Dorian] 
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Sí. 

 

[Pablo] 

¿Me da la idea? 

 

[Dorian] 

Bueno, ok. Entonces, según usted, ¿cómo, qué hace distinta esta, este tipo de cerámica? Sobre 

todo, o sea, bueno, porque según lo que yo he leído, o sea, como el engobe y la pasta y la pintura, 

todo eso de la Tonalá Bruñida sale como muy distinta, pero para usted, ¿qué es la parte que se 

define más o las partes que se definen más? 

 

[Pablo] 

Bueno, para mí, como artesano, no me hace muy difícil, porque ya conozco la rama de artesanía. 

Tanto como preparados como engobes, como colores para el bruñido, ya sé cómo prepararlos, 

¿verdad? Va muy diferente a lo tradicional, lo que es el petatillo. 

 

Actualmente se quemaba en Grieta, en Grieta, y hoy en día ya es el esmalte sin plomo. Pero 

antes era más difícil preparar los condimentos para sacar una buena mercancía, una buena 

quemada de Grieta, ¿verdad? Porque antes era pura tierra del monte, pura tierra del monte. 

 

Hay que traerla, y con una piedra hay que molerla para que salga muy lisita la liga, y una vez 

colada con un cernido, colarla y que salga el agüita, ¿verdad? Y la Grieta era un químico 

amarillento, ¿verdad? Y eso se iba preparado, porque hoy en día ya se vende todo preparado, 

pero antes no.  

 

Antes tenía que ir al monte a traer todo, tanto la liga. Duraba hasta tres, cuatro días en el sur para 

que se secaran los terrones, ¿verdad? Los terrones, y ya una vez así molerlos, y, pues, en fin, 

volarlos, y hacer una especie como la masa así de bolita, y echarlo en una cubeta y darle vuelta 

hasta que no se disuelva todo, y eso es lo que nos servía. ~13:30 

 

Pero hoy en día ya está más fácil, porque ya vas a un lugar, aquí en Tonalá también ya venden. 

Aquí en Tonalá ya casi la mayoría de los artesanos de aquí trabajan en cazuelas, armas, y hoy ya 

comercializan su mismo producto, lo que es la Grieta. La liga esta la dan preparada para tu 

Grieta, es más fácil, y ya no se ponen tan difíciles para ellos como los artesanos, ¿verdad? 

 

Pero para mí sí, eso sí que es laboral lo que es el esmalte, ¿verdad? Porque los colores de esto, de 

barro bruñido, se preparan diferente a los colores del esmalte. Estos se preparan con liga de 

Rosario, y estos no, estos llevan base, luego los colores se preparan con bentonita, bentonita, 

luego, ¿cómo se llama el otro? 

 

Bentonita... Estas bentonitas son para altas, térmica de altas. Luego hay otro color, ¿cómo se 

llama? 

 

Blanco de... Blanco de titanio, blanco de zinc.  
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Estos ya son preparados diferentes para esta técnica del vidriado sin plomo, eso es diferente. Van 

diferentes los colores, pero en sí, todos los colores son los mismos, ¿eh? Todos los colores son 

los mismos, más que van preparados diferentes. 

 

El negro, verde, azul, esos son los mismos colores que se usan para la Grieta y para el esmalte 

sin plomo, más que van preparados diferentes. Allá para colores de barro bruñido, esos se van a 

preparar con liga de Rosario. Y esto, la loza para quemarse el esmalte sin plomo, esos ya van con 

otros químicos. 

 

Como la bentonita, para altas temperaturas, para 1,200, 1,200, 1,400 grados, la bentonita, pero 

esta loza se quema a 600, 800 grados. Esta loza se llama de baja temperatura. 

 

[Dorian] 

Sí, muy baja. 

 

[Pablo] 

De 800 grados esta, pero sí es muy bonita. 

 

[Dorian] 

Sí, sí, yo veo que está muy bonita según todas esas piezas que tiene. Sí, bueno, entonces, y 

bueno, ya hablamos de lo más significado de, como, el aspecto físico de la loza. Entonces, ¿hay 

algo culturalmente que te parece como muy especial o muy significante de que quieres hablar? 

 

Sobre cómo, bueno, puede ser la importancia de la cerámica por aquí en Tonalá, o para ti, o para 

la familia, o lo que sea. 

 

[Pablo] 

Mira, para mí esto significa muchísimo porque hoy en día ya existen personas muy pocas que 

fabrican artesanías de barro petatillo. Ya quedan muy pocas personas. Y esto yo lo quiero dejar 

como legado de la familia, el barro petatillo. 

 

El barro bruñido, sí, son muchos, muchos artesanos que todavía fabrican eso, el barro bruñido. 

Pero lo que es el barro petatillo, hay muy pocas personas que trabajan esa técnica. Y yo quiero 

seguir trabajando esto, quiero seguir trabajando esto del barro petatillo. 

 

Ya sea de diferentes productos, como platitos, floreros, piezas grandes para concursos. Pero yo 

no voy a dejar esto del barro petatillo, sino que voy a seguir trabajando más y más para que 

nunca se acabe esto. Porque ya hay tristeza de que se vaya acabando esto del barro petatillo. 

 

Y eso es lo más antiguo de Tonalá, es lo antiguo de Tonalá. Y para que se elimine, pues va a estar 

muy triste. Aquí hoy en día me quedan poquitos, como los Bernabe. 

 

Los Bernabe es familia, pues qué buena familia, son muchos. Pero tanto como ellos en nuestros 

hogares, ya queda poquita gente. Queda poquita gente que trabaja esto del barro petatillo. 
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Por eso yo quiero seguir trabajando este barro petatillo. El bruño sí me encanta, sí me gusta 

trabajarlo. Pero no hay como el barro petatillo para seguir adelante. 

 

Trabajando esas obras, que son muy bonitas esas obras. Y casi nadie las trabaja. 

 

[Dorian] 

¿Entonces hay alguna persona que usted se va a seguir? ¿Cómo se va a entrenar o algo así para 

seguir con estas tradiciones? 

 

[Pablo] 

Mira, hay escuelas. Hay escuelas de grupos de estudiantes donde nos invitan a participar. A 

enseñarles el trabajo a los estudiantes. 

 

Aquí en la prepa Tonalá hay … una clase para enseñarles a trabajar el barro. Ahí en la prepa hay 

hornos. Y siguiendo me invitan a ir a enseñarles cómo se elabora el trabajo. 

 

Aquí siguiendo vienen a estos estudiantes. Oigan, ¿cómo se prepara esto? ¿Los colores cómo 

van? 

 

¿El barro cómo se prepara? Y yo les digo, como ahí tengo barro y todo. Así se prepara, así se 

prepara. 

 

Aquí en la prepa siguiendo vienen y yo les digo para que sigan ese legado de la artesanía. Que 

sigan conociendo más y experimenten el trabajo esto del barro petatillo. 

 

[Dorian] 

Sí, eso está muy bueno. Que van a salir más personas, que van a conseguir con esta tradición. 

 

[Pablo] 

Sí, aunque si no es de la familia. Aunque sea de otras personas. 

 

[Dorian] 

Aunque ya no está tan familiar. Pero hay personas en la comunidad entera que le pueden hacer. 

 

[Pablo] 

Sí, para que ellos sigan. Ya si se les interesa o al menos ya les dice un poquito de noción, de 

conocimiento. Lo que es el barro. 

 

Ya ellos dependen si quieren hacer otros utensilios. Otra preparación de color, otra técnica. Pero 

al menos ya les dice una idea de cómo es el barro. 

 

[Dorian] 

Sí, del barro. El barro específico de esta región que es tan importante por todo eso. 

 

[Pablo] 

Sí, como físico. Más físico el barro, pero hay que prepararlo. Trabajarlo, prepararlo, todo eso. 
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[Dorian] 

Sí, ok. Muy bueno. Espérame. 

 

Ok, entonces. Tengo una pregunta que tal vez te va a quedar más rara. Pero espérame. 

 

Bueno, hay algunas fuentes de escritos históricos que hablan sobre eso. De que, en algunos días, 

habían como algunas personas que con la Tonalá Bruñida específicamente. Había como una 

tradición especialmente entre mujeres de comerla. 

 

Durante la época colonial especialmente conocemos, bueno sabemos que eso ha pasado en 

España. Pero yo tengo como un interés en que si usted sabe algo de esta tradición que sale de 

esta región. O si no, si sale como más de, “que es eso?”. 

 

[Pablo] 

No, pues este, como te platicaba, es Michoacán. En Michoacán se trabaja la artesanía. Lo que 

son las cosas utilitarias. 

 

Lo que son platos, cazuelas, ollas. Y porque hace tiempo tuvimos una entrevista con los de Jornal 

[21:30]. Aquí a Tonalá. 

 

Cuando veníamos a darnos esto para trabajar el esmalte sin plomo. Aquí se construyeron, aquí en 

Tonalá se hicieron talleres. Para trabajar eso, lo que es el esmalte. 

 

Porque hoy en día ya no nos dejan trabajar, como te platicaba. Que eso contaminaba el ambiente 

y hacía daño. Tanto como físico, como así de estomacal. 

 

Y como allí en Michoacán también se hizo eso. De conocer lo que es este esmalte sin plomo. Se 

hicieron talleres. 

 

Aquí en Tonalá se regalaron hornos. Para eso, por parte del Instituto de Ponar. Del Instituto de 

Artesanías de Ponar. 

 

Y ahí en Michoacán también se hicieron esos hornos. Tanto como en Michoacán como en otros 

estados. Para eliminar eso de la grieta. 

 

Para no contaminar el ambiente. Y no contaminar al ser humano a consumir los productos 

utilitarios. Para que ellos sabieran el producto. 

 

Y que será más fácil de comercializar. Aquí se abrieron también talleres de eso. Por parte del 

Instituto de Artesanías. 

 

Porque también aquí entró ese modo de pensar. De que se tiene que eliminar aquí en Tonalá. 

Aquí en Tonalá como en Jalisco. 
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De que eliminar la grieta por el esmalte. Por eso vino el Instituto de Artesanías aquí a Tonalá. 

Para separar la grieta. 

 

Y al que quisiera trabajar la grieta. Pero sería más difícil para ellos vender sus productos. Y acá 

como en otros estados también se hizo igual. 

 

Por eso hay intercambios de ideas. Por eso eso por parte del Instituto de Artesanías. Por parte de 

ellos se hizo reconocer muchas ideas. 

 

Lo que te hiciera bien, lo que te hiciera daño. Y por eso casi la mayoría de todos los lugares. Ya 

se está trabajando en eso. 

 

Y por eso se hicieron esos hornos comunitarios. Para hacer ese tipo de quemas. 

 

[Isaías] 

Una de sus preguntas, Pablo. Durante tu juventud, desde el servicio de alfarero. Llegaste a saber 

que hubo gente que consumía fragmentos de cerámica. 

 

De loza Bruñida. Que era que las mujeres se embarazaban. 

 

[Dorian] 

Sí, eso es lo que... sí 

 

[Pablo] 

Mira, no, hasta hoy en la actualidad. Hasta hoy en la actualidad porque... 

 

[Dorian] 

Todavía hacen? 

 

[Pablo] 

Todavía hacen. Todavía se... Todavía las mujeres en el estado. 

 

Todavía se comen eso.  

 

[Dorian] 

Sí, se comen?  

 

[Pablo] 

Ellos se comen porque yo como... 

 

Vendo cositas esas de barro. Compro cositas esas de botellones. Como son de primer juego. 

 

Joyitas, joyitas de esas que hacen los torneros. Cositas así como le pongo a mi canastita. Que mi 

esposa vende en el comercio. 
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Así florerito de los torneros que hacen. Cositas, ceniceros y ese tipo de cosas. Todavía las 

consiguen las mujeres. 

 

Porque seguido me decían. Oiga, ¿cuánto? No, nada. 

 

Me pidían las piezas y se las comían. Todavía en la actualidad. Todavía en la actualidad eso. 

 

Y también las piezas de bruñido. O sea que se sabe. Sí, también se sabe. 

 

¿Por qué esa idea traían ellas? De consumir las cosas así. Pero sí. 

 

Todavía en la actualidad se consume eso. Las mujeres que están en gestación. Todavía se comen 

eso. 

 

[Dorian] 

Wow, ok. Sí, bueno. Entonces, usted puede pensar en cómo... 

 

En cualquier razón. O bueno, cualquier parte del barro. O lo que sea que, tal vez sea como... 

 

Una alimentación buena. Que sea como buena razón de comerlo? ¿O te parece como más de... 

 

No sé, una locura o algo que... ¿Cómo te parece como esta tradición de comer la cerámica? O el 

barro, o lo que sea. 

 

[Pablo] 

No, pues es que... Es como lo que te comentaba. Es que... 

 

Obviamente las personas que están en gestación. Saben por qué lo hacen. Pero... 

 

[Dorian] 

No saben por qué? 

 

[Pablo] 

Más bien no provocan ningún daño. Ningún daño, porque... Si hicieran eso, pues se quejarían. 

 

Se quejarían de eso. O de haberse comido ese tipo de barro. Pero yo creo que no hace daño. 

 

Porque casi todas las mujeres consumen eso. Hoy en día ninguna madre de... Madre de un bebé 

se haya quejado de eso. 

 

De que por haber consumido barro. Haya salido mal su producto. Mal su bebé. 

 

Transformaciones o algo. Y no, mira. Todo sigue normal. 

 

Hasta hoy en día todavía se consume. Todas las mujeres todavía se lo comen. Y pues ahí están las 

pruebas. 
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Que no es dañido el barro. Tan solo como las chavas también se ponen su máscara. Bueno, aquí 

vienen y... 

 

Oiga, ¿no tiene barro? No, sí. Se ponen su máscara en la noche. 

 

Por como el piel o... 

 

[Dorian] 

Sí, sí. Sí, eso. 

 

[Pablo] 

Se la ponen con maquillaje. Y la agarran y... Oiga, ¿no tiene barro? 

 

Sí, tengo. Y se la ponen con maquillaje en la noche. Así que no es daño el barro. 

 

Antes era medicinal, yo creo. 

 

[Dorian] 

¡Wow! ¡Órale! Bueno, entonces, ¿usted conoce como... 

 

personalmente personas que han hecho eso? ¿O no? 

 

[Pablo] 

Sí. Sí, sí, conozco. 

 

[Dorian] 

¿Muchas?  

 

[Pablo] 

Sí. Varios compañeros de ahí, del tianguis. 

 

Compañeros del tianguis que usan todavía sus productos. Todavía se los ingieren, todavía se los 

comen. 

 

[Dorian] 

¡Wow! Sí. 

 

[Pablo] 

Y lo conozco personalmente. Y ahí andan todavía. Ahí andan las personas sin molestias, sin 

ningún dolor, ni nada. 

 

No, ahí andan. 

 

[Dorian] 

Sin dolor, sin daño. 
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[Pablo] 

No, nada. Nada les pasa. Pero nada bueno. 

 

[Dorian] 

Tampoco nada bueno. ¿Qué les pasa? 

 

[Pablo] 

Nada. 

 

[Dorian] 

¿Nada? 

 

[Pablo] 

Nada. Nada pasa. 

 

Es que, mira, el secreto de la magia del barro, es que según como lo prepare el artesano, según 

como lo prepare, porque... Es que, por sí, el barro que se comercializa, viene muy arenoso.  

 

Uno arenoso. Y nosotros tenemos que, un cernidor, tenemos que, todo el polvito que cae abajo, 

separarlo, y lo que queda arriba, separarlo. El de abajo, se hace a un lado, y de arriba los grumos 

[29:20] que quedan del barro cuando uno lo cuela, se prepara. 

 

Y lo de abajo, se hace a un lado, y ese es el que nos sirve para hacer nuestras piezas especiales, 

para que no te salgan arena, para que a la hora de la quemada no te broten piedritas o algo. Lo de 

acá, eso ya se echa aparte o se tira, porque ya no nos sirve. Y lo de abajo, toda la arenita, esa es la 

que nos sirve para esto, para hacer las piezas. 

 

Por eso te digo que yo creo que no va a hacer daño porque se aparta. Yo creo que se aparta, así 

como yo creo que los frijoles, las piedritas, se apartan. Lo que no nos sirve es lo que se aparta. 

 

Así como el barro también se aparta. Toda la arena, entre muchos grumos de arena, de piedrillas 

y todo eso, todo se aparta. Y lo de abajo, esa es la masa de barro, y esa es la que nos hace la 

pieza. 

 

Por eso te digo que a las mujeres no les hace daño, porque todo viene muy limpio. 

 

[Dorian] 

Sí, está, ok, bueno.  

 

[Pablo] 

Muy limpio.  

 

[Dorian] 

Entonces, ¿solo conoces a mujeres que lo hacen? 
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¿O hay como más, hay niños o hombres que lo hacen o solo puras mujeres? 

 

[Pablo] 

No, bueno, en familia. En familia hay niños que trabajan también. Ahí andan amasando barro, 

brincando el barro, enseñándose. 

 

También hay cuando, hay mujeres también. Hay mujeres que le ayudan a su esposo a fabricar la 

mercancía, a hacer platos, a hacer charolas, a hacer jarros. Y el esposo lo pinta, o entre los dos lo 

pintan, y lo queman. 

 

La quema la loza. Ahí hay unión. Hay unión entre familias. 

 

[Dorian] 

Sí, pero, perdón, ¿solo son como las mujeres que se le comen o que se consumen como, solo son 

mujeres? 

 

[Pablo] 

No, no más mujeres. 

 

[Dorian] 

¿Más mujeres? 

 

[Pablo] 

Más mujeres porque ellas son las que tienen, ¿cómo se puede decir? Antojo. 

 

El antojo. El antojo ahí. 

 

Y los hombres no. No más las mujeres cuando están en gestación tienen el antojo de consumir el 

barro. 

 

[Dorian] 

Oh, ok. Pero, ¿y niños no? 

 

[Pablo] 

No, ni hombres tampoco. 

 

[Dorian] 

¿Niños ni hombres tampoco? No. Solo mujeres. 

 

Pura mujeres. ¿Las embarazadas principalmente?  

 

[Pablo] 

Sí, las embarazadas. Más ellas sienten la sensación de probar esos cacharros, ¿cómo se puede 

decir? Cacharros de barro. 

 

[Dorian] 
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Ok. Y eso sea de, perdón que ya usted dijo, pero quiero ser como muy clara, ¿solo sea del barro 

en crudo, o de la cerámica como completa también? 

 

[Pablo] 

No, eso ya es de cerámica, de quemada. 

 

[Dorian] 

Que ya está cerámica cuando le comen. 

 

[Pablo] 

No, barro no, barro no. Ya cuando es de la cerámica, ya cuando es la cerámica de primer juego, 

ya entra eso de la tentación de la mujer, de probar eso. 

 

[Dorian] 

Entonces, ¿puede pensar en cómo alguna combinación de, no sé, porque de lo que yo he leído, 

cuando las mujeres de España en la época colonial lo comaban, o le comieron, perdón, cuando le 

comieron fue como porque … cuando se echa el agua en la Tonalá Bruñida, perdón, que sale 

como un olor o algo así que le quiere comer, y también tiene como estas conexiones con la 

chocolate, he leído de eso. Entonces, ¿qué te parece como … qué le causa esta antoja o lo que 

sea? 

 

[Pablo] 

Mira, por eso hay estas artesanías, hay este tipo de utensilios como el Rosario, es bien práctico 

para eso de cómo más de un solo juego, eso se echa el agua y agarra un sabor muy, muy sabroso. 

Lo que es el botellón, la jarra, ¿verdad? 

 

Y floreos ahí, los que venden ahí, los que se comercializan en el Rosario, esos son los especiales 

para ese tipo de, de tomar agua, son especiales. ¿Por qué? Porque es un lozo de que más de un 

solo juego y agarra el agua a un sabor diferente. 

 

Sí. Y también la loza de bruñido, agarra el sabor del agua muy diferente a la de los garrafones, 

por eso casi la mayoría de personas les gusta eso, tener agua de los garrafones o de eso, del barro 

de bruñido, porque agarra otro sabor. 

 

[Dorian] 

Sí. Entonces, sea del barro bruñido y también de... 

 

[Pablo] 

Del Rosario.  

 

[Dorian] 

Del Rosario, ok.  

 

[Pablo] 

Del Rosario, sí. 
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[Dorian] 

Ok, wow, muy buena información, muy interesante para mí, gracias por decir eso.  

 

Entonces, otra cosita sobre eso, hay como, bueno, como la gente se percibe que sea este hábito o 

esta antoja para comer de la cerámica ya cocida, o sea que, bueno, piensan que es algo, la gente 

en general piensa que es algo malo o es algo como más neutral, algo bueno, ¿cómo se piensa? 

 

[Pablo] 

Mira, solamente la, por ejemplo, estas personas experimentan, experimentan el, por ejemplo, 

solo comen esto del barro bruñido, ¿verdad? Y ellos van a guardar la sensación de cómo sienten 

el barro, el barro bruñido, su paladar, ¿verdad? O qué sé yo, su estómago, su paladar, entonces 

ven si ese sabor les gustó, bueno, y si no, experimentan con lo de otra, otra mercancía. 

 

Ellos solamente, ellas solamente diferencian entre los tres o tres tipos de cerámica, cuál es la que 

les gusta más. Es el secreto de ellos, de ellas, el secreto de ellos, ellas saben definir el producto 

de la loza, cuál es la que es perfecta para su gestación y para que su bebé sea más sano. 

 

[Dorian] 

Para que los bebés salgan como sanos. 

 

[Pablo] 

Porque mira, el sí, el sí era, bueno, no sé si se puede decir, no sé si se puede pasar esta 

información respecto a los nacimientos, ¿verdad? El nacimiento porque, mira, hay unos bebés 

que según cuentan las tradiciones, cuentan las tradiciones de mamás, ¿verdad? De mamás que 

platican cuando ellas estaban en gestación. 

 

Cuando tenían ellas la sensación de esos productos, salían el bebé según lo que ellas comían. Si 

se comían cacharros así de rojo, salía el bebé todo así lleno de, de como de rojo, así todo. Luego 

allí, yo te platico sinceramente, como hay otras, otras familias que comían los terrones de las 

casas. 

 

De las casas, los terrones de las casas de adobe. De adobe le arrancaban pedazos y se los comían. 

Y cuando el nacimiento del bebé, salía ese bebé limpio, lleno, lleno de negro, por el deseo del 

adobe. 

 

Y ahí tenía que bañarlo cuando el sí era nacido para quitarle todo ese tipo de cosas. Los tipos de 

cosas del barro. Tenía que bañarlo así cuando nacía, tenía que bañarlo para quitarle todo eso, 

todo eso de los del barro a los bebés. 

 

Pero salían sano. Al menos esa tentación, que hoy en día que tienen antojo de las madres, de 

comerse algo, al menos esas madres, así era su antojo en aquellos años. Y todavía hoy en día, te 

platico, todavía hoy en día, ahora el nacimiento es diferente. 

 

A todo. 

 

[Dorian] 
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Wow. Órale. Entonces, bueno, ¿qué cantidad de cerámica están comiendo? 

 

¿Es como unos pedacitos?  

 

[Pablo] 

Sí. 

 

[Dorian] 

¿No es mucho?  

 

[Pablo] 

No.  

 

[Dorian] 

¿Sólo un poquito? 

 

[Pablo] 

No, no, para la tentación. Más para la tentación, bueno, un poquito más para quitar esa tentación.  

 

Una tentación como simple, como se antojan que una manzana, que una pera, que una granada, 

un poquito de cacharro de cerámica, eso quita la tentación. 

 

[Dorian] 

Sí, wow. Sí. Ok. 

 

Muy bien. Entonces, todo eso es muy interesante para mí. Y muchísimas gracias por hablar 

conmigo sobre estas cosas, porque sé que pueden ser como, no sé, sensitivas, pero muchísimas 

gracias por confiar en mí con esta información. 

 

Bueno, pienso que ya podemos como… regresar un poquito. Bueno, quiero preguntarle como 

algo en general o como en resumen. 

 

[Pablo] [a sus niños que hacen ruido en otro cuarto) 

¿Qué tal puede ser? 

 

[Dorian] 

Bueno, aquí regresamos. Ok, bueno. Entonces, ¿qué estaba diciendo? 

 

Ah, sí, digo que en resumen como si usted considera como todas las partes culturales, de las 

tradiciones, de como… el hecho de hacerlo por mano o lo que sea. Y, bueno, ¿qué significa como 

la loza de Tonalá Bruñida para usted? ¿Qué significa en general? 

 

[Pablo] 
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Mira, eso es muy importante porque en sí casi la mayoría de artesanos nacimos con una idea de 

conocer lo que es la artesanía. Y lo del barro bruñido en sí, casi aquí de toda la edad trabajamos 

eso del barro bruñido, casi todo aquí de toda la edad. 

 

Y yo creo que fue uno para descubrir la manera de trabajar la artesanía empezando del barro 

bruñido. Casi la mayoría aquí de toda la edad empezamos con esa técnica del barro bruñido. Hoy 

en día todavía se acaba, todavía siguen trabajando. 

 

Pero casi la mayoría de artesanos empezamos con ese conocimiento de lo que es el barro 

bruñido. Y ahí pues ya fue como yo... Perdón. 

 

Como yo trabajé en diferentes talleres, trabajé en diferentes talleres como en Tlaquepaque, como 

en Guadalajara, pero en diferentes talleres conocí muchas técnicas yo del trabajo. Y ahí es donde 

me capacité, se puede decir, me enseñé más a trabajar lo que era más la artesanía. No me quedé 

estampado de... 

 

No me quedé estampado de conocer el barro bruñido. Hoy te conozco muchísima artesanía. 

Muchísima. 

 

Y pues hoy en día todavía la trabajo de esa, desde diferentes talleres donde fui a trabajar, y eso 

pues para mí me ha costado mucho de conocer la rama de lo que es la artesanía. Tanto como 

preparar engobes, preparar engobes o colores y todo eso. Y eso me favorece a mí muchísimo, de 

que pues gracias a esas puertas que me abrieron esas personas, conocí mucho. 

 

Al menos ya no me quedé estampado en el barro bruñido, pero el barro bruñido fue lo principal 

que me enseñé. Como te platicaba con ese señor, salía de la escuela de la primaria y me iba con 

ese señor a enseñar a pintar. 

 

(Pablo se levanta y lleva un florero de una mesita cerca) 

 

Mira, con esto fue el primer trabajo que hice cuando salía de la escuela. 

 

[Dorian] 

Ah, la primera. 

 

[Pablo] 

Sí, cuando practicaba un poquito con el... Se hacían esas bolitas con esponja o con esta de... Los 

rojosos los hacíamos con esponja, con pedacito de esponja y un pincel. 

 

De ahí a esos los hacíamos las bolitas para hacer. Y ese fue mi primer trabajo cuando me enseñé 

a trabajar con ese señor. A conocer lo que es el barro bruñido. 

 

Ese señor siempre me decía, mira Pablo, échale los rojitos o échale las motitas, ¿sabes? Y ya así 

con los platos o floreros grandes, ahí yo le echaba eso. Y después me enseñó a echar los rojitos, 

también eso se hacía. 
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De ahí salía de la escuela y así empecé a trabajar, a conocer la técnica del barro bruñido. 

 

[Dorian] 

Qué bonita es esa. 

 

[Pablo] 

De ahí empecé a trabajar lo que es el barro bruñido, a conocer la técnica del barro bruñido y 

empecé a conocer varias técnicas diferentes de artesanía. Pero ese fue mi principal, el barro 

bruñido. Y esos compañeros, como Ángeles, también como Ángeles Santos, también fue mi 

amigo, mi compañero, que trabajó juntos, conocer lo que es el barro bruñido. 

 

Y yo le doy gracias a ese señor que me haya enseñado a trabajar. Y ahí están los resultados. 

Gracias a ese señor, y pues la gracia es lo que uno le echa ganas al trabajo. 

 

Yo a diario que salía de la escuela me iba con ese señor. A veces los sábados, me salía todo el día 

con ese señor. Yo le decía que el señor me enfadaba, y me decía, no, aquí está ese Pablo. 

 

Y gracias a ese señor me enseñó a trabajar y a conocer ya varias, muchísimas técnicas de lo que 

es la artesanía. Por eso hoy en día te conozco mucho lo que es la artesanía, de diferentes técnicas. 

Pero ese fue mi principal, ese trabajo del barro bruñido. 

 

Trabajé en muchos diferentes talleres. Es difícil muchos diferentes talleres conocer, diferentes 

amigos, muchos diferentes patrones, y todo tipo de gente. Me dejaron trabajar libre, tú pintas lo 

que tú quieras. 

 

Porque yo ya más o menos sabía. Y me decían, ¿sabes qué? Tú pintas lo que tú quieras. 

 

Pintas ahí en la florera, o en el pato, lo que tú quieras, pintas lo que tú quieras. Yo me enseñé ahí 

lo que es el barro bruñido. Muy bonita esa técnica. 

 

[Dorian] 

Sí, muy bonita. Muchísimas gracias por mostrarme eso. 

 

[Pablo, pointing to a large florero on the work table in front of him] 

Mira, aquí están los de limpieza, cómo se empieza a pintar. Ese es tan crudo, mira. Ese es tan 

crudo. 

 

[Dorian] 

Está crudo. 

 

[Pablo] 

Sí, tan crudo, te fías de la vida. Ese es tan crudo. 

 

[Dorian] 

Sí. 
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[Pablo] 

Están con los colores esos, le pica más la falta de lo que te dio la Bruñida, con la pirita, para que 

ese que pueda quemar. Pero sí, es tan crudo. Está crudo, sí, lo pruebo. 

 

Porque así tiene que ser. El crudo de la pieza, una vez con un trapito, talla así, y luego con la 

pirita, esa de parar el oro, y los colores son los mismos. Te fijas, mira. 

 

Sí. Te fijas los colores, el verde, el verde. 

 

[Orador 3] 

Sí. 

 

[Pablo] 

Negro, es el negro. O sea, que esos colores mismos van diferentes, preparado diferente. 

 

[Orador 3] 

Sí. 

 

[Pablo] 

Esos van con bentonitas, y esos con liga. Esos con bentonitas de alta temperatura, y esos son de 

agua, esos colores son de agua. Son químicos. 

 

Esos químicos, esos son de agua, esos colores. 

 

[Dorian] 

Ay, sí. 

 

[Pablo] 

Se van preprados con la liga de Rosario, que te digo. Y esos ya no, esos ya son químicos, estos.  

 

Para alta, Esos son de agua. 

 

[Dorian] 

Guau. 

 

[Pablo] 

Sí. 

 

[Dorian] 

Qué bonita cosa. 

 

[Pablo] 

¿Verdad?  

 

[Dorian] 

Sí. Pesa. 
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[Pablo] 

De algo.  

 

[Dorian] 

Sí, está pesante. 

 

 

[Pablo] 

De algo, ya. También este es del mismo, del mismo, del mismo proceso, ya. Está cruz, mira. 

 

También está el mío, está cruz. 

 

[Orador 3] 

Ajá. 

 

[Pablo] 

Me falta el bruñido, para pintarlo, y ya. 

 

[Orador 3] 

Guau. 

 

[Pablo] 

Y esos colores son los mismos, los que te platicaba, el verde, el rojo, los que van preparados 

diferentes. Como este es blanco, el blanco es de titanio, blanco es de zinc, y ese blanco ya es 

diferente para baja temperatura. Van colores un poco diferentes. 

 

Más que eso, te digo que gracias a ella de andar [48:17] en diferentes talleres, enseña muchas 

cosas, conoce muchas cosas, muchas técnicas de barro, y de preparaciones, y de colores, y 

mezclados, y haces dibujos muy bonitos. Haces dibujos muy bonitos, tradicionales, de 

campesinos, venados, burritos, perritos, iglesias, árboles, flores, nahuales, no, muchísimas, 

muchas cosas que trae uno que ir a la cabeza de diferentes modos de pintar. Por eso a mí ya no se 

me hace difícil. 

 

Ahora, ¿qué voy a ponerle? ¿Cómo empiezo? No, ya uno lo trae aquí en la cabeza. 

 

Tú preparas tus colores y tú vas diseñando y todo bien. Ay, ¿por dónde empiezo? ¿Cómo le 

hago? 

 

No, ya no. Como antes, cuando uno, como ese señor que te platicaba del barro bruñido, me decía 

el señor, pues mira, haz esto primero, ¿verdad? Empieza así, hazte primero, ya, y pues ya, 

conforme que tú vas conociendo, yo te voy diciendo, ¿sabes qué? 

 

Ahora un ramito, o un venadito o algo, pero mira, eso, eso, eso es decir, tú empiezas esto. Ya, 

una vez que, ya más o menos que tengas la práctica, entonces ya te voy a decir que quieres hacer 

otra cosa. ¿Qué hicieron? 
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¿Qué? En ese momento sí me enseñé también, ya, ya sí me enseñé. Me costó difícil el trabajo, 

pero mira, gracias a Dios, mira, me enseñé a pintar. 

 

Y pues hoy conozco muchas técnicas de pintura, ¿verdad? Más que a mí, lo que se me hace 

difícil es el horno, es un horno especialmente para quemar mi loza, ¿verdad? Tengo un horno 

comunitario, pero no es igual como el del esmalte sin plomo. 

 

Y así puedo trabajar, uno puede producir madera, como he dejado eventos, he dejado eventos de 

que me gustan, me buscan, pues como este donde está este compañero, hoy en día por falta de 

horno, por falta de horno, ¿verdad? Pero en fin, en fin, voy a ver qué se puede hacer más. Ya no, 

ya está acá, si hay la manera de sacar el bruñido, sacamos el bruñido, preparamos la loza y 

cuando haya un evento, mira, ya tenemos la mercancía. 

 

No se puede para quemar el esmalte sin plomo, pues hay que hacer el bruñido. Lo bueno que no 

me quedó estancada una sola técnica, hay muchas diferentes técnicas. Si no sale lo del barro 

petatillo, el barro bruñido, ya dale hasta donde se pueda. 

 

Ya he dejado muchos eventos para pasar, como ahora en México el concurso del Premio 

Universitario de Céramica, me mandaron la invitación, pero a mí se pone difícil, pero échale 

ganas, le haga una cosa u otra, échale ganas. 

 

[Dorian] 

Bueno, muchísimas gracias por compartir conmigo esta cosa que veo claramente que es muy, 

muy importante para ti. Muchísimas gracias por todo eso. 

 

[Pablo] 

No, lo importante de esto es que hay muchos compañeros que no somos nativos de Tonalá, 

Jalisco. Hay unos que son de Zacatecas, hay otros que son de Michoacán, hay otros que son de 

México, hay otros diferentes compañeros que son de diferentes lugares, no son nacidos de 

Tonalá, y sin embargo son buenos ceramistas. Como yo especialmente, yo no soy de Tonalá, yo 

soy de Ciudad Guzmán. 

 

Yo soy de Ciudad Guzmán y pues ya venimos a Tonalá, ya empezamos a trabajar aquí, pero casi 

la mayoría de los compañeros de artesanos no somos de aquí, de nativos de Tonalá, Jalisco. 

Somos diferentes, pero nos gusta la artesanía, ya nos quedamos aquí, ya no nos movimos para 

ningún lado. También hay en Ciudad Guzmán, también hay, ahí hacen barros, cazuelas, pero de 

Grieta, en Ciudad Guzmán. 

 

Pero ya me vine para acá, aquí a Tonalá, ya me encantó eso, ya mejor ya me quedé, ya me quedé 

aquí en Tonalá. Así como muchos compañeros, ya mejor también aquí se acaban de trabajar aquí 

en Tonalá. Trabajan, producen, mira, bien a gusto. 

 

Y también bien a gusto aquí ir trabajando y conviviendo. Y también como yo, ya también me voy 

así con los compañeros a conocer talleres y trabajo al trabajo. Me invitan a comer tres días. 
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Tuve dos días allá trabajando con él, ayudándole. ¿Por qué, por qué? Ya le traigo dos días, tres 

días, qué se puede. 

 

Y así compartir la experiencia que trae uno como artesano, practicarla con mis compañeros. Que 

no se quede atrás, que no hay que ser egoístas. Hay que apoyarnos unos a otros. 

 

Es muy bonito esto. 

 

[Dorian] 

Sí, es muy bonito. 

 

[Pablo] 

Muy bonito, y nunca me cansaré. Nunca me cansaré de seguir trabajando y hasta que Dios me dé 

cuenta, ¿Seguir trabajando? No, lo que sé. 

 

Lo que sé, mira, ya si pienso trabajar en ese barro que tenía por otra decisión de antes, a veces no 

pasa nada. Pero estoy haciendo de Grieta. Grieta comercializa mi loza. 

 

Si no puedo, voy a trabajar a Grieta. Son puras piezas estas de floreros o ese tipo de cosas que no 

utiliza la persona. Como cosas utilitarias. 

 

Más lo que es floreros u otro tipo de cerámica que se haga así de... ¿Cómo se puede decir? Con 

floreros, esos tipos de cosas de mercancía que no dañan la salud de las personas. 

 

Así es Grieta. Voy a trabajar lo tradicional de antes. Y seguir trabajando. 

 

Porque vienen a veces aquí a buscarme. Las losas las tengo yo en la Herencia Milenaria, en otro 

grupo puedo. Pero también tener aquí mi propio local, mi propio lugar. 

 

Como lo de Bernabe, que llegas tú y ves muchas losas ahí. Pero te digo, voy a quitarme esa idea 

de mi mente de que ahora por falta de hornos, desmóntenos, yo si trabajo, no. Voy a empeñarme 

más y más, mejor. 

 

Sigue produciendo, aunque sea de Grieta. Buscar la forma de cómo seguir trabajando y no dañar 

las partes. ¿Verdad? 

 

Mejor lo que tú sabes, no dañar a ciertas personas. Mejor lo que haces tus cosas, lo que sirve para 

hacer un adornito, un florerito, un platito, lo que no dañe tu salud. Y así. 

 

Así le dices, no, pues es de Grieta. Pero vas a ponerlo en tu cocina, en tu pared, en tu cuartito. No 

vas a usarlo para tomar agua ni para comer, ¿no? 

 

Y mejor adornitos como esa especie. Sigue trabajando. ¿Verdad? 

 

Y así es. Ahí está el adornito, quemar piezas, piezas chicas y todo eso. Solamente así. 
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Ya Dios dirá más adelante a ver si hay la manera de hacerme un horno de gas. ¿Verdad? Está 

pesado, pero ¿a qué se debe un sacrificio? 

 

Con sacrificio todo se puede. ¿Verdad? Un adornito o algo va a haber que hacer para poder hacer 

un adornito. 

 

Todo se puede. Todo se puede en la vida. 

 

Mira. 

 

[Dorian] 

Ay, sí. Qué bonita. 

 

Guau. 

 

[Pablo] 

Mira. 

 

[Dorian] 

A mí me encanta tu estilo de pintura. Sí. Me ve muy distinta. 

 

[Pablo] 

Sí. 

 

[Dorian] 

Muy, muy bonita. 

 

[Pablo] 

Estas piezas, estas grecas que tú ves aquí abajo, se llaman grecas. Esas. Grecas aztecas. 

 

Esas las trabajan mucho unos tíos. Ya murieron ellos. Unos de San Pedro de Tlaquepaque. 

 

Unos inventados tal Lucano. Sí. Tomás. 

 

Santos. Lucano. Esos eran mis tíos. 

 

Esos trabajaban eso. No sé si a ellos los conozcan. Ellos trabajaban eso, lo que es la técnica de 

esto de grecas. 

 

También esto de figuras, de imágenes y todo eso. Pero casi la mayoría era pura grequera. Y esos 

son de mis tíos, los Lucanos de San Pedro de Tlaquepaque. 

 

Pero yo estoy contando desde hace los años 20, los años 40. Esos tíos. Ya fallecieron. 

 

Pero quedan libros de ellos. De seguida me dicen que si no puedo sacarles algo de mis tíos. Digo, 

si se puede, cómo no. 
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Si se puede. Pinto esas platos grandes. Calacas. 

 

Cuando viene el aniversario del 1 de noviembre. Pinto calacas, esas calaveras. Esos tipos de 

tradiciones. 

 

Esos platos también de calaveras. Te digo, no dejan de trabajar. Hay muchas ideas. 

 

Muy bonitas. Que no se cansa uno de hacer. De practicar y trabajar. 

 

Más con el peor pensamiento de la mañana. Trabajar, darle gracias al deporte un nuevo día. Por 

eso trabajar. 

 

Un ratito, no creo que todo el rato. Un rato, unas cuatro horas trabajamos. Pero sí. 

 

Trabajando. Y la gusto, se la pasa uno. Trabajando lo que tú sabes hacer. 

 

El tiempo se te hace bien corto. Sí. Bien corto. 

 

Y este tipo de trabajo. Mi papá trabajó con un señor de San Pedro. Este trabajo del barro 

petatillo. 

 

Iba con él ahí. Estaba morrido. Tiene como 18 años. 

 

Iba con mi papá. Y yo que trabajaba esto. Mi papá. 

 

Y mi papá, gracias a mi papá, me enseñó a trabajar esto. También me enseñó el secreto de los 

colores. También me preparó. 

 

No, es muy bonito esto. 

 

[Dorian] 

Sí, es muy bonito. Sí, muy bonita cosa todo eso. Entonces, señor Pablo, ¿hay algo más de que 

usted quiera hablar? 

 

[Pablo] 

No, pues, me trajo la idea de que ojalá que esta información nos sirva a todos.  

 

[Dorian] 

Sí, sí, a todos.  

 

[Pablo] 

Nos sirva esto de conocer algo de mi historia. 

 

No tan solo de mi historia, sino que de varios compañeros artesanos. Hoy en día elaboramos 

nuestras piezas con cariño, con amor, ¿verdad? Dedicación. 
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Dedicación y gracias a esos esfuerzos hemos logrado, casi la mayoría de los artesanos, lo que 

hemos querido. Tener trabajo y tener... hay que ocuparnos. 

 

Hay que ocuparnos, ¿verdad?  

 

[Dorian] 

Un propósito.  

 

[Pablo] 

Y, pues, a esas gracias de sacrificio y de trabajo hay eventos, nos invitan a eventos, vamos a 

eventos. 

 

A veces vendemos con ciertas ventas, o a veces mucho, a veces así es la vida. A veces todos 

vendemos y a veces no vendemos, ¿verdad? Pero esa es la noción del artesano, de dar a conocer 

nuestra mercancía. 

 

No tan solo para vender o adquirir. Si se vende, bueno, ¿verdad? Más simplemente que conozca 

la artesanía en diferentes estados, ¿verdad? 

 

Ese es el propósito del artesano, dar a conocer su trabajo. Si hay una buena venta, que bueno, 

pero al menos va a llevar a uno su mercancía, darle a conocer su trabajo de uno. Ay, mira, que 

padre, que bonito es su pelo [1:01:21], ¿sabes? 

 

Y ese es el esfuerzo que tiene uno como artesano, dar a conocer eso, su trabajo. Y sale uno más 

satisfecho, ¿verdad? Tan solo de ir a dar a conocer su trabajo, que ganar un premio, o ganarlo, o 

no, no, eso mejor dar a conocer su trabajo de uno. 

 

Ese es el mejor premio de uno como artesano, ¿verdad? 

 

[Dorian] 

Sí, bueno. Una cosa muy bonita. 

 

Entonces, muchísimas gracias. Creo que ya nos vamos a acabar, y sí, eso va a servir, como, para 

mis investigaciones y para las de, como, mucha más gente, yo creo. Entonces, muchas gracias y 

gracias por compartir la historia tan bonita de tu vida y el propósito de... 

 

[Pablo] 

Aquí estoy. 

 

Para servirles, aquí estoy. Y cuando si les gusta algo o algo de otro también otro tipo de 

comentario o plática, aquí estoy. Aquí estaré. 

 

[Dorian] 

Gracias. 
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[Pablo] 

Tanto para ti como para las personas que quieran venir. 

 

[Dorian] 

Ah, sí, ok. 

 

[Pablo] 

Que quieran venir a conocer algo, yo también estoy a su servicio. 

 

[Dorian] 

Bueno, muchas gracias. 

 

[End of Interview 1]  
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Interview 2: Arnulfo Vázquez Rodríguez 

[Dorian Record] 

Para el propósito de las investigaciones de las tesis de mi maestría, yo, Dorian Record, empiezo 

esta entrevista con…  

 

[Arnulfo Vázquez Rodríguez] 

Arnulfo Vázquez Rodríguez. 

 

[Dorian] 

…sobre sus experiencias con la cerámica Tonalá Bruñida. Hoy es el 28 de junio, 2024, y estamos 

en su casa y también en su taller de trabajo. 

 

[Arnulfo] 

¿Casa-taller? 

 

[Dorian] 

Sí, muy bien. Entonces, digo que debemos empezar con una pregunta más sencilla. ¿Hace 

cuántos años ha usted estado trabajando en la cerámica de Tonalá? 

 

[Arnulfo] 

Bueno, de cuestión de trabajo personal, he trabajado desde que tenía 7 años. A la actualidad 

tengo 55 años. He trabajado 48 años en esta técnica. 

 

Pues he trabajado por parte de mi papá, que traemos herencia, por parte de la abuela, y ya en 

haber nacido en Tonalá, pues ya es como una obligación ser artesano. Y pues aquí seguimos 

sobreviviendo a esta técnica. 

 

[Dorian] 

Sí, eso me ha tocado muy fuerte, de que este pueblo, como el hecho de ser artesano, es como 

algo de orgullo y de como muchísimos años de tradición. 

 

[Arnulfo] 

Sí, en realidad, pues como le digo, ya haber nacido en Tonalá, pues es casi una obligación ser 

artesano. Pues yo creo que de 100 personas que somos en Tonalá, 95 somos artesanos y otra 

parte somos campesinos. Pero en sí, la verdad, en Tonalá, pues casi todo lo que es el pueblo de 

Tonalá elabora ciertas técnicas. 

 

Ya puede ser barro canelo, barro petatillo, barro bruñido, barro negro. Pero en sí, pues la mayor 

parte de la gente de Tonalá nos dedicamos a esta labor, pues a la artesanía. 

 

[Dorian] 

Sí, entonces es como una tradición comunitaria, aún más de lo familiar o lo que sea. Es algo de la 

región, del hecho de estar aquí, ¿verdad? 

 

[Arnulfo] 
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Sí, por un lado es por el hecho de que venemos de familias de herencia. Y de otro lado es porque 

en Tonalá básicamente es artesanía. Y como le digo y le repito, pues casi es un hecho y es una 

obligación hacer algo de artesanía naciendo en Tonalá. 

 

Porque en si las familias de Tonalá, pues vamos hablando casi todas, hacen una labor sobre el 

barro. Pero ahora sí ya van cambiando los tiempos, ya no es igual como antes. Ya ahora los hijos 

o los nietos de las gentes que iniciaron esto o siguieron sus tradiciones, pues ya han dejado un 

poquito esa labor por el hecho de que ya no es igual en cuestión de ventas. 

 

Y ya las nuevas generaciones, pues ya tratan de buscar por otro lado el sustento personal para 

ellos y para la familia. 

 

[Dorian] 

Sí, entonces ¿usted ha estado como preocupado por la futura de estas tradiciones? ¿O de quién le 

va a seguir con el hecho de hacer eso? 

 

[Arnulfo] 

Pues sí, al menos esta técnica que yo hago que es el barro bruñido aquí en Tonalá, pues yo creo 

que somos siete familias, lo máximo, que elaboran esta técnica. Y va pasando el tiempo y se van 

perdiendo las familias. Y sí es preocupante porque ya se pierde una tradición y un legado 

familiar. 

 

Entonces a mí me tocó pues todavía estar trabajando con lo que es con mi papá. Ya mi hijo lo 

hace pues, pero igual, él estudió y pues sí, está buscando por otro lado el sustento. Pero no ha 

dejado de trabajar lo que sabe, lo que le enseñé. 

 

Pero como le digo, él tiene su trabajo. Él trabaja, estudia una carrera de administración de 

empresas, pero hace lo que yo le enseñé. Y a base de su trabajo que hizo aquí, pagó sus estudios. 

 

Y él está trabajando en lo que estudió. ¿Por qué? Por la sencilla razón de que no hay mucha 

demanda de ventas. 

 

[Dorian] 

No hay demanda. 

 

[Arnulfo] 

No hay demanda, no hay promoción, no hay movimiento del artesano. Hay muy poca ayuda en 

realidad. Pero estoy hablando en general, en general de todo México hacia el artesano. 

 

No hay muchos apoyos. 

 

[Dorian] 

Sí, eso... 

 

[Arnulfo] 

Es preocupante. 
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[Dorian] 

Sí, es preocupante porque no es algo que sea bueno que perder, ¿verdad? Pero sí, también eso 

toca en otra pregunta que tengo que... Bueno, ¿hoy en día se vende mucho de la cerámica 

Bruñida o poco? 

 

[Arnulfo] 

Yo en el tiempo que estuve trabajando con mi papá, en el tiempo que estuve como hijo de él, 

pues estoy casado. Estoy hablando de los años setentas. Había buenas ventas, había buena 

promoción para los artesanos en ese tiempo. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Pero ya vino la devaluación del peso, ya vino la caída de las torres gemelas de Nueva York, 

muchas carencias. Entonces todo eso nos perjudicó al artesano. Desde la caída de las torres en 

Estados Unidos, muchos artesanos batallamos para... 

 

Pues se bajaron las ventas, más que nada. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Y ya pues el temor de a veces los americanos no venían a México por ciertas razones, economía, 

dinero, pues... Y al final de cuentas los que batallamos fuimos los artesanos nosotros. Eso es en 

cuestión de ventas. 

 

Está muy crítico ahorita, muy crítico. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Pues no está igual, como le dijo, en los años setentas que hubo más movimiento de artesanía, 

más compras, más promociones. Ahora está un poco más difícil. Por eso ya los hijos de los 

artesanos ya buscan por otro lado traer el sustento a sus casas. 

 

Porque esto de aquí, de con nosotros, no es seguro. De repente tal vez esta semana me llegue un 

comprador bueno, un potencial. Me hace un buen pedido, me pone a trabajar cuatro, cinco, seis 

meses. 

 

Ok, trabajamos bien, ganamos buen dinero. Pero ya una vez que se termine ese compromiso con 

él, ya no sabemos quién va a llegar. Es un algúro, o sea, no es seguro esto de que haya ventas 

cada ocho días o cada mes. 
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Es muy, muy, muy raro que llegue un, ahorita en estos tiempos, que llegue un comprador de los 

días antes y te pongas a trabajar hasta un año. Y gana uno bien, gana uno bien habiendo trabajo, 

pero pues no habiendo pues batallamos.  

 

Entonces pues, pues yo ya estoy acostumbrado a esto. Yo tengo gracias, yo tengo mis clientes en 

Estados Unidos. No me han dejado de pedir cosas, pero no es igual como antes. 

 

Pero sigo sobreviviendo, sigo trabajando y pues sí, hago lo que me gusta y pues aquí estamos 

echándole ganas. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Sí, claro. 

 

[Dorian] 

Entonces, la mayoría que usted se vende está por allá en Estados Unidos, se vende como por 

distancia. No tanto como en los mercados locales o lo que sea. 

 

[Arnulfo] 

No, mi mercado mío es vender por internet. Este, aquí en Tonalá hay un Tianguis muy bueno, 

muy famoso. Este, muchos artesanos venden sus artesanías, pero yo no vendo así para vender 

como en los Tianguis. 

 

Yo vendo exclusivamente con mis artesanos, digo perdón, con mis clientes. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Este, ya sobre internet, fotografías y nos comunicamos por internet. Las ventas son por internet, 

entonces por ahí es mi, pues ahora sí, mi entrada de dinero. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Con ellos, mis ventas más que nada. Pero este, así es mi trabajo. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Este, mis compras son por internet para los clientes. 
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[Dorian] 

Ah, sí. 

 

[Arnulfo] 

Ajá.  

 

[Dorian] 

Ok. Ah, eso es interesante porque, sí, siempre pensamos en como este, días en que estamos como 

así en mercado vendiendo a, bueno, a la gente. Pero así hay las cosas como en internet ya hoy en 

día. 

 

[Arnulfo] 

Sí, claro, ya un poquito más. Este, yo recuerdo hace años, hace años para que un cliente de 

Tijuana, en Tijuana, México. Este, tenemos que sacar la fotografía y luego ir a imprimirla 4 o 5 

días y luego este, mandarlas por correo 8 días y luego contestaba el cliente. 

 

Contestaba el cliente este, yo te hablo, entonces este, para hacer una venta a Tijuana yo creo que 

durábamos alrededor de 22 días para que nos dijera que si le gustó la pieza o no le gustó. Porque 

hay que sacar la foto y luego imprimirla 3 días, mandarla por correo. 

 

Ahora no, ahora haga uno su celular, saca la fotografía, la manda en el momento y en 3 minutos 

te resuelven un trabajo, un pedido. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Sabes qué Arnulfo, si me interesa tu pieza te la voy a comprar. O sea, ahorita la tecnología por 

una parte sí nos ayuda en cuestión de tiempo. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

En aquellos tiempos no había esas… mejoras como ahorita, ese es el detalle. 

 

[Dorian] 

Sí, entonces, ¿te parece algo bueno de este nuevo modo de distribución de tu artesanía o cómo te 

parece todo eso, de estos cambios? 

 

[Arnulfo] 

De los cambios ahorita, pues al menos a mí sí me favoreció. Sí. En cuestión de ventas y compras, 

la facilidad de los tiempos. 
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Ahora, como le digo, para cuando te compran una pieza ahorita en estos momentos, en 5 minutos 

te resuelven. Te dicen, ¿saben qué? Si me interesa, no me interesa. 

 

Y entonces antes era más tiempo en que te resolvían un trabajo. Sí. 

 

[Dorian] 

Entonces, quiero hablar más de cómo sea la cerámica Bruñida de Tonalá, porque eso 

es…perdón, esperamos. Sí, quiero hablar con usted sobre si se siente que…bueno, porque según 

lo que yo he leído, lo significado sobre la Tonalá Bruñida sea de la pasta, que es muy específica, 

el engobe también, que es muy…sale muy…no sé, algo muy específico. Entonces, según usted, 

hoy en día, o también en el pasado si quiere, ¿qué parte o hay alguna parte de la cerámica de 

Tonalá que sea como lo más distinta o que se más le define? 

 

De…como un tipo, o de como…¿me explico bien o no? 

 

[Arnulfo] 

Sí, más o menos. 

 

[Dorian] 

¿Ok? 

 

[Arnulfo] 

¿Quiere saber qué diferencia hay de la cerámica al barro bruñido o…? 

 

[Dorian] 

Bueno, sí, ¿de qué se distingue sobre o afuera de cualquier otro tipo de cerámica? 

 

[Arnulfo] 

¿El barro bruñido? 

 

[Dorian] 

Sí, sí. 

 

[Arnulfo] 

Bueno, por una parte, el barro bruñido, estamos hablando de que se le llama la madre técnica del 

barro bruñido. De aquí se derivan las otras técnicas que vienen siendo el barro canelo, el barro 

bétus, el barro bandera. Se dice, y pues claro, que en España, en el Museo de Madrid, el Museo 

de las Américas en España, hay algunas piezas… 

 

…del siglo XVI que son de Tonalá.  

Y que son de barro bruñido. No están firmadas. Pues yo me imagino, pues en aquel tiempo, no 

creo que hayan, no se ven escribido. 

 

Pero algo, ellos tenían algo de poner en su pieza, un algo de saber que ellas, que ellos pintaron su 

pieza. Y es la misma técnica que yo hago de hace, del siglo XVI. O sea, esta técnica es, pues, yo 
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no sé si en otros estados tengan la misma validez como en Puebla, que su talavera, no sé en 

realidad qué tanto tiempo ellos tienen con su talavera de antigüedad. 

 

Pero lo que es el barro bruñido de Tonalá, pues es algo muy importante, que a veces la gente no 

sabe, no sabe. Tenemos que decirles que esta técnica, pues, ya se estaba haciendo antes de la 

llegada de los españoles. Aquí llegaron a conquistar Nuño de Guzmán en 1533, y ya se trabajaba 

esta técnica. 

 

O sea, ya tenía, no sé cuántos años atrás de ese año, pues yo me imagino que era, pues es una 

cosa para, pues ahora sí como para, para mí, como para meterla en los estudios de las escuelas. O 

sea, como para darle más validez a lo que es el barro bruñido, para mí. 

 

Porque yo he trabajado en escuelas, en secundarios, en secundarias dando clases a los alumnos, y 

yo siempre les digo eso, que esta técnica es una técnica muy, pues muy antigua. Sí. ¿Verdad? 

 

Y muy bonita. Y vieras cómo me da gusto de que los alumnos, no todos, es como todo, esto es 

como de repente a algunos les va a gustar y a otros no. Pero ya de cien alumnos que saques cinco 

pintores nuevos, son cinco, son cinco artesanos nuevos de esta técnica. 

 

O sea, aquí el chiste es es que no se pierda la técnica. Porque uno mañana pasado o más adelante, 

pues de todos modos uno se va a ir, pero hay que dejar un legado para que siga la técnica. 

 

Al menos yo con mi nieto, está chiquito, pero al menos ya anda queriendo ahí agarrar el pincel. 

Pero al menos que sepa lo que, por lo que puede dejarle uno. Claro, si uno quiere estudiar otra 

cosa o sobrevivir sobre otra cosa está bien, pero el chiste de que él no pierda, que es lo que hizo 

su abuelito, y él puede inculcarle a la demás gente. 

 

O sea, aquí es como una cadenita, aquí es decirle a las personas lo que uno sabe. Y como te digo, 

no todos les va a interesar ese trabajo, pero ya de cien niños que saquemos cinco personas 

nuevas, son cinco artesanos nuevos. Y eso el gobierno es ahí donde no me cabe, porque no hace 

un tipo de programa en las escuelas para darles ese curso para mí, para que no se pierda. 

 

No, no más lo que es el bruñido, las demás técnicas. Sí, porque aquí en Tonalá supuestamente 

tenemos siete técnicas. Siete, sí. 

 

Lo que es el barro bandera, creo que nada más una familia lo está trabajando, una familia Jimón. 

Entonces, pues te imaginas, entonces ya sus descendientes de con ellos dejan de hacer eso, pues 

esa técnica se acabó. Yo pienso que el gobierno tiene que meterse mucho en esto, pues al menos 

que no se pierda para la gente de Tonalá. 

 

No sé, no sé, de aquí a unos 40, 50 años no sé cómo esté Tonalá. Yo creo que va a estar muy 

pobre en artesanía o no sé, porque el gobierno no le da mucho interés a nuestro trabajo. 

 

[Dorian] 

Es una tristeza. 
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[Arnulfo] 

Pero lo malo de ellos, yo he platicado con ellos, porque van ellos a otro país y oyen el nombre de 

Tonalá y, ah no, se levantan el cuello, ah no, son mis artesanos, pero allá, ya llegando aquí, ya no 

nos apoyan muy bien, o sea, ya se les olvida que somos el pilar de Tonalá, los artesanos. Tonalá 

lo conocen por sus artesanos. 

 

[Dorian] 

Claro. 

 

[Arnulfo] 

¿Verdad? Por eso, este, otra persona cuando oyen Tonalá piensa no luego en que es una, en que 

son artesanías, en que son artesanías.  

 

(Car honks) 

 

¿le podemos borrar el cambio? 

 

Voy a darle una razón. 

 

(Pause for a few minutes, then recording resumes) 

 

[Dorian] 

Entonces, ok, en resumen, ¿para usted se parece que, bueno, que lo más importante o lo más 

como distinto de la cerámica de Tonalá sea de este aspecto cultural y lo histórico? Bueno, 

¿también hay algo del barro o del engobe o lo que sea que sea muy distinta para usted o qué? 

 

[Arnulfo] 

¿Distinta en el contrario o distinta, o sea, ¿me está comparando una cosa con otra o es que no 

entendí? 

 

[Dorian] 

Ah, no, está bien. Es que, bueno, como sea, ¿para ti qué es lo más significado o lo más distinto? 

 

[Arnulfo] 

¿Lo más distintivo?  

 

[Dorian] 

Sí, eso, sí. Perdón.  

 

[Arnulfo] 

¿De mi trabajo? 

 

[Dorian] 

De tu trabajo, de la loza, de todo, sí. 

 

[Arnulfo] 
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Bueno, pues, en cuestión de lo que es para la familia, pues, el saber que yo hubo un hombre, un 

hombre, pues, de mi familia, pues, un legado más que nada, desde la abuela, mi papá y yo. Este, 

y, bueno, así como la pregunta, como la entendí, este, de que, pues, sí, de que la gente te 

conozca, te, pues, te felicite, te, por tu trabajo, que te dé, ahora le he dado cuenta, este, bueno, sé, 

que se vaya feliz por una pieza que te compra. 

 

[Dorian] 

Ajá. 

 

[Arnulfo] 

Uno se siente a gusto cuando a uno le compran una pieza y le dicen, ah, qué bonita está tu pieza, 

y, este, de que le interesen, de que ellos sepan de que uno le metió mucho, pues, ahora sí, mucho 

esfuerzo, tiempo, amor a la pieza, o sea, dedicación, y eso se siente uno bonito cuando le dicen 

uno eso a uno, se siente uno bien, pero a la vez le digo una cosa, cuando uno pinta una pieza 

bonita, uno se enamora de su trabajo.  

 

[Dorian] 

Sí.  

 

 

[Arnulfo]  

O sea, yo, por a veces, cuando pinto una pieza bonita, que digo, ah, me quedó bonita, este, quiera 

o no, este, ya cuando me la compran, me da gusto que me la compren, pero a veces me siento 

como triste, porque se va mi pieza, o sea. 

 

Sí, sí, se siente, pues, a la vez, así como un poco de, ah, me la compraron, ok, pero se llevaron, 

pero a la vez, dice, bueno, se llevaron un trabajo que, y esa pieza va a tener un lugar en un, en 

una parte del mundo que va a estar. Y aquí, pues, aquí están mis piezas, ¿verdad?, pero a veces 

no lucen como deben de lucir, donde deben de estar. 

 

A veces los clientes me compran una pieza y me dicen, te voy a mandar la foto para que veas 

cómo se ve tu pieza, y una vez que está la pieza, ahora sí, en su lugar, donde deben de estar, se 

ve diez veces mejor que como la tengo yo aquí. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Porque, como dice mi papá, cada pieza que tú pintes, tarde o temprano, esa pieza tiene su lugar 

en una parte de, en una casa, en una hacienda, en una residencia, o sea, esa pieza que tú vas a 

pintar tiene un lugar, un destino, un origen. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 
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Digo, siempre y cuando no se nos quiebre de las manos, porque a veces estamos trabajando y se 

nos caen las piezas, o se golpean, o el horno a veces nos juega una mala jugada, pues se nos 

reventó, y pues es mucho trabajo y esfuerzo. Pero al final de cuentas, ya uno, como que ya está 

uno acostumbrado a ganar y a perder. A perder, se dice, cuando hacemos una pieza y nos 

dedicamos, yo esta pieza, la quemamos el día. 

 

[Dorian] 

Sí, ya lo vi. 

 

[Arnulfo] 

Y pues no tiene mucho trabajo. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Pero es un trabajo que tú lo dejas. Dicen, ay, se me quebró. Dice, bueno. 

 

Y de repente dicen, ay, pero aquí pasaste mucho tiempo. Pues sí, tu tiempo, pero a mí no, yo 

nunca tiro las piezas, yo las aguardo. O sea, no me gusta tirarlas. 

 

Me gusta tenerlas rotas, o sea, como tenerlas así como de colección. Aunque estén quebradas, 

aunque estén dañadas, no me gusta tirarlas, porque como que tiro algo de mí. Yo a lo mejor las 

dejo así en un lugar. 

 

No le hace que se vean así, pero yo las dejo. A veces vienen clientes y me dicen, oye, quiero una 

pieza parecida a esa. Porque la ven, dicen, está quebrada, sí, sí, pero píntala como más o menos 

como esa. 

 

Yo las dejo. Y hay gente que tira, se quebran y las tiran. A mí no me gustan, no sé. 

 

Aunque tengo ahí un montón de piezas quebradas, pero no las tiro. Ahí tengo una calabaza 

grandota, está dañada y ahí las tengo. Y a veces me piden similares a las piezas que tengo 

dañadas. 

 

Me dicen, oye, esta pieza, ¿cuánto cuesta? No, pues, cuesta tanto, pero está dañada. ¿A poco sí? 

 

Sí. Y he vendido piezas dañadas, pero ellos ya saben que van mal. Claro, les doy el costo mucho 

menos de lo que vale. 

 

Y me dijo, pero ya no se quebra. Dije, no, ya no se quebra. Ya si está así, si no la mueves, ya no 

se va a quebrar. 

 

Y así me las han comprado. Pero de que yo tire mi trabajo dañado a la basura, no lo tiro. No me 

gusta. 
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[Dorian] 

Sí. 

 

[Arnulfo] 

Ahí lo dejo. Mejor lo regalo, a tirarlo. Porque muchas veces me dicen, te gusta así, llévatela. 

 

¿Cuándo? No, llévatela. Prefiero regalársela a alguien porque sé que va a estar con él, a que está 

en la basura. 

 

Al menos mi trabajo. No, no me gusta. 

 

[Dorian] 

Bueno. 

 

[Arnulfo] 

A lo mejor yo me voy por otro lado, por la plática. Pienso que me dices una cosa y te contesto 

otra. Pero vamos bien, ¿no? 

 

[Dorian] 

Ah, no, sí, vamos muy bien. Eso como, así es la razón porque hacemos las entrevistas así… 

 

[Arnulfo] 

… porque de repente me voy por otro lado. 

 

[Dorian] 

Nosotros queremos saber de, bueno, de lo que sea importante para usted. Pero sí, también quiero 

saber si piensas que hay algo distinto de la pasta, de este tipo de cerámica, como afuera de todos 

estos. Bueno, sí, si piensas que, si según usted no hay, está bien así. 

 

Pero he leído que mucho sobre esta cerámica y, perdón, me estoy equivocando.  

 

[Arnulfo] 

No hay cuidado. 

 

 

[Dorian] 

Ah, he leído mucho sobre la pasta y como los barros específicos con que se lo hacen. 

 

Entonces, si usted quiere, háblame un poco sobre eso.  

 

[Arnulfo] 

De los engobes y los barros? 

 

[Dorian] 

Aha, los engobes, los barros, las pinturas… 

 



 

 233 

[Arnulfo] 

Bueno. De los barros… los barros en si, lo sacamos en esta zona. Pero como, lo que pasa es que 

no se pierden, pero lo que pasa es que van fincando casas, y las minas, pues quedan abajo. Ay 

son (unintelligible) de dueños que antes dejaban meter a la gente a sacar sus, sus barros, sus 

pigmentos y este, pues no es que se estén perdiendo. Lo que pasa que ya que con el tiempo ya, lo 

que son los barros, vamos a ir a sacarlos a unos lugares más retirados. Ese es el único detalle, que 

hay que ir a otros lados a traer el barro, pero más retirado. 

 

Aquí, hace, te estoy hablando, hace 70 años, mi papá, pues él siempre vino aquí. Aquí donde, 

aquí abajito, aquí, aquí unos 50 metros, está una mina de barro colorado. O sea, él venía aquí a 

los terrones, a su engobe. 

 

O sea, prácticamente estaba cerca de lo que es su casa y aquí abajo ya están fincados. O sea, ya 

todos los, todos los barros están abajo. Este, eso es la única perjudicación que nos puede dar. 

 

Este, la zona, la zona marginada, pues no es marginada, la zona urbana de que vamos a batallar 

por los barros. Vamos a ir a buscarlos más retirados de nuestras casas.  

 

 

[Dorian]  

Sí, claro. 

 

[Arnulfo] 

¿Verdad? Este, porque muchos artesanos dicen que ya no va a haber. Sí lo hay, nada más que 

pues ahora sí, como le digo, este, aquí era más retirado a traer nuestro material para poder 

trabajar. 

 

 

[Dorian] 

Sí. 

 

[Dorian] 

¿Verdad? 

 

[Arnulfo] 

Este, y algo así me dijiste de los, de las pastas. Yo te entendí, este, del alta temperatura, pienso 

que es por ese lado el que me dices pasta. Que qué razón tengo de la, o qué opinión tengo de la 

pasta. 

 

¿Verdad me dices? 

 

[Dorian] 

Sí. 

 

[Arnulfo] 
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Bueno, de la pasta, pues en sí yo no, bueno, así como te entiendo, este, la pasta nada más se usa 

en lo que es el alta temperatura. Ya no, ya no va incluido en el barro bruñido. Bueno, dicen por 

ahí que algunos artesanos, este, cuando hacen su barro, revuelven un poco de pasta para que la 

pasta le salga más, perdón, el barro le salga más suavecito. 

 

Se trabaja bien, pero con el tiempo el barro, este, ya con el tiempo la pieza que tiene pasta se 

mancha. O sea, con el tiempo salen los minerales que tiene la pasta. Ya con el tiempo sale, se va 

manchando la pieza, el barro que tiene pasta con el tiempo se va manchando, o sea, salen 

manchas de, ¿por qué? 

 

Porque la pasta tiene químicos y ya con el tiempo sale manchada la pieza. Cuando va el barro 

revuelto con pasta. Pero cuando el barro va natural, cuando va virgen, normal, se queda para 

siempre. 

 

O sea, no cambia de tono. Y cuando lleva, el barro lleva pasta, que con el tiempo salen manchas. 

Sí, sí, vamos muy bien. 

 

[Dorian] 

Muchísimas gracias. Entonces, bueno, tengo otra pregunta que me interesa bastante para mis 

investigaciones. Tal vez se va a creer como un poco raro, pero espérame. 

 

Entonces, he leído como de algunas fuentes históricas de, bueno, porque usted ya sabe, claro, que 

esta cerámica se mandaba a España para el consumo de las clases como alturas de España en 

como la época colonial, en como estos tiempos. Entonces, hay algunos fuentes históricos que 

dicen que, especialmente entre las mujeres por allá, había como una tradición o un hábito de 

comer del barro y de la cerámica de este tipo. Entonces, tengo una curiosidad de si usted sabe 

algo de, bueno, algo así desde esta región. 

 

[Arnulfo] 

Sí, a mí mi papá me platicaba sobre eso de que las mujeres comían barro. Pero, ¿sabe quién eran 

las mujeres que comían barro? Las mujeres embarazadas. 

 

 

[Dorian] 

Sí.  

 

[Arnulfo] 

Pero, ¿sí sabe por qué lo comían el barro? No lo sabe, ¿verdad? 

 

¿Usted no lo sabe por qué comían barro? 

 

[Dorian] 

No, yo no sé. 

 

[Arnulfo] 

Ah, ok. No sé.  
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Bueno, sí. 

 

Pensé que ya habías tenido comentarios. El barro se comía, se dice, porque las mujeres estaban 

embarazadas. Y cuando las mujeres, a ciertas mujeres, cuando están embarazadas, les pega como 

muchas agruras, acidez en su estómago. 

 

Y ellos comían barro, haga de cuenta como si estuvieran comiendo una Pepto Bismol, algo para 

suavizar su agrura, porque se le venían muchas agruras a las mujeres embarazadas. Y agarraban 

un pedazo de barro, lo masticaban y lo comían. Y ese barro era como una capa para su acidez de 

la mujer. 

 

Era el hecho de que agarraban un barro y se lo comían. Eso me lo platicaba mi papá. Y a mi papá 

se lo platicó mi abuela. 

 

Y ahí viene toda una descendencia de esa plática, de ese tema, de que por eso se comían las 

mujeres el barro, porque padecían muchas mujeres embarazadas, agruras, acidez. Y ellos se lo 

agarraban como un protector para aliviar su acidez de la mujer. Eso es un tema. 

 

No sé otro comentario sobre eso. Pero yo sé que era eso. 

 

[Dorian] 

Bueno, ¿y eso pasa con este tipo de barro que usted usa? 

 

[Arnulfo] 

Sí, el barro del que usamos nosotros. El que usamos nosotros son dos tipos de barro. Uno lo 

llamamos barro tieso y barro blando. 

 

El barro tieso es el barro negro y el barro blando es el barro blanco. Manejamos esos dos tipos de 

barro, hacemos una mezcla y es así como se hace el barro para nosotros. Y ese es el barro que 

masticaban las mujeres. 

 

Pero lo masticaban a veces crudo y a veces lo que lo masticaban ya quemado el barro. 

 

[Dorian] 

Sí, ya como cerámica. Se muerden de las piezas. 

 

[Arnulfo] 

Ese era el tema que decía en ese tiempo. Y muchas cosas más. 

 

Muchos secretos, muchas cosas que embonan al trabajo de la artesanía. Muchas cosas, sí, 

muchas cosas. Y ya saliéndonos un poquito del tema, mucha gente de fuera vinieron a enseñarse. 

 

Y fíjense que el artesano de antes era muy vanidoso. No cualquier artesano, estoy hablando hace 

100 años, no cualquier artesano le daba cabida a cualquier persona. No eran envidiosos, eran 

muy apegados a su trabajo, que nada más la familia tenía que enseñarse su trabajo. 

 



 

 236 

Antes era muy difícil que alguien viniera y le dieran asilo como para trabajar. Era muy difícil. 

Así le pasó a Jorge Wilmon. 

 

¿Se ha escuchado usted de Jorge Wilmon? ¿No ha oído ese personaje? Esa persona vino en el 

año 57 a Tonalá. 

 

Era así como usted que le gustaba la artesanía. Y él era un viajero de la artesanía, iba para allá, 

iba a Alemania, iba para allá. Y en Suiza vio una tacita de barro bruñido, en Suiza. 

 

Y era de un artesano que se llamaba Amado Galván. Y se enamoró tanto de ese trabajo que dijo, 

porque él después lo platicó. Dijo, yo tengo que ir a buscar a esa persona, a Tonalá. 

 

Y vino, y lo encontró. Y esa persona, Amado Galván, él vino y le dijo que quería aprender de él 

y que quería hacer muchos proyectos. Y él no le aceptó. 

 

Por eso le digo que no cualquier persona que llegara a las casas, oyes esto, yo no te conozco, o 

sea, muchas cosas. Por tanto que se enamoró Jorge Willmon, que él se quedó aquí, y él murió 

aquí en Tonalá. Y él fue el que revolucionó mucho la cerámica. 

 

Él habló mucho a los artesanos. No haga de cuenta que él los enseñó a vender, a saber vender. Él 

traía muchas ideas y les daba muchas muestras, porque lo que fue mi papá Salvador Vázquez y él 

fueron socios. 

 

Hicieron un taller muy grande en Tonalán, y es cuando hubo mucha, mucha demanda para todos 

los artesanos. Porque él sabía el potencial que tenían los artesanos, pero no los sabían 

aprovechar. No había quien los apoyara en aquel tiempo. 

 

Y él hizo una cooperativa en Tonalán de varios artesanos, y fue un boom, o sea, Tonalá se 

despertó. Tonalá era un pueblo artesano nada más, pero en la llegada de Jorge, se expandió. 

Porque hubo, ahora sí, todo el mundo, casi todo Tonalán, trabajaban 100%. 

 

Trabajaban, pero ahora sí había demanda de trabajo. Hubo gente que se hizo de dinero, porque 

Jorge Willmon, él agarraba la mercancía y se iba a Monterrey, a la Ciudad de México en aquel 

tiempo, y todo se vendía. Él sabía vender. 

 

Y o sea, él abrió las puertas en cuestión de ventas a los artesanos. Los artesanos de Tonalá nada 

más esperaban que vinieran los americanos a comprarles aquí directamente en casa. Pero nadie, 

nadie vendía. 

 

A veces se iban a San Pedro de Tlaquepaque a vender sus mercancías, pero era muy poco. Pero 

lo que fue Jorge Wilmot en aquel tiempo, hizo mucho, mucho por los artesanos. Los apoyó muy 

bien, y muchos se abrieron, supieron ya vender. 

 

Porque el artesano era bueno para pintar, pero no sabía vender. Y menos en aquel tiempo. Y 

Jorge Wilmot llegó y abrió mercados, abrió muchos mercados, y ya la gente empezó a saber 

vender. 
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Y por eso dice mi papá que él, como él pues sí hay que darle un lugar, o sea un lugar especial en 

el municipio, al menos por la gente que lo conocieron a él, pues darle un buen reconocimiento 

por ese lado. O sea que él abrió, le abrió los ojos a los artesanos en saber vender. Les decía, es 

que ustedes no saben lo que tienen, deben de saber vender su trabajo. 

 

Y el artesano pues pintaba bonito, pero no le gustaba abrir mercados. Era nada más sentado y 

venían, y te digo, ah sí, así. Pero pues yo no sé si Jorge no llega a Tonalá, no sé qué pasaría. 

 

Porque pues Tonalá era un pueblito, pero ya con el tiempo ya se fue conociendo. 

 

[Dorian] 

Porque ya no es pueblito, es grande. 

 

[Arnulfo] 

Pero yo lo digo en cuestión de renombre, de que el mundo ya lo conoce. Porque Jorge abrió 

muchos mercados. O sea, mucha gente lo reconoce que él, por él mucha gente, o sea muchos 

mercados se abrieron. 

 

O sea, ya se fijaron en Tonalá. Porque antes le echaban mucho ojo a lo que era Tlaquepaque. 

Pero en Tlaquepaque nada más estaban las alfarerías. 

 

Aquí se pintaba y allá se vendían. Y toda la gente pensaba que la loza que se vendía de 

Tlaquepaque era de la gente de Tlaquepaque. No, era de la gente de Tonalá. 

 

En Tlaquepaque estaban las tiendas y vendían los de Tonalá. Pero pues la gente que venía de 

turista pues pensaban que era de la gente de Tlaquepaque. Claro, allá también tienen su trabajo. 

 

Allá lo que hacen son puros nacimientos. Se le llaman moneros a ellos. Hacen esculturas de 

barro. 

 

Digo, son buenos artesanos, pero nada más tienen ellos esa técnica. Pero Tlaquepaque se conoció 

por sus alfarerías y por muchas cosas. Pero legalmente la mercancía era de Tonalá, vendida por 

Tlaquepaque. O sea, había muchas cosas. Pero en sí, en Tlaquepaque era de la gente que tenía 

dinero y les compraba a los artesanos de Tonalá. 

 

Pero como le digo de Jorge, pues él fue el que abrió mercado para que directamente el artesano 

vendiera al comprador. No era revendida la loza porque Tonalá le vendía a Tlaquepaque y 

Tlaquepaque vendía a los turistas más caros. Pero bueno, es que así es la vida. 

 

Tú tienes que vender para seguir sobreviviendo. Pero ya una vez que tú te abres mercado, ya 

haces trato directamente con el cliente. Ya es directamente la venta. 

 

Ya no hay una persona en medio. Es que así es. Yo creo que con el tiempo vas cambiando tu 

modo de vida, de vender y todo eso. 
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Y ya va pasando el tiempo y todo es muy diferente. Todo es muy diferente. Antes había más 

amor al trabajo. 

 

Porque yo gracias a Dios me enseñé con pura gente mayor. Yo tenía 9, 10 años y yo trabajaba 

con gente de 80, 90 años. Con señores grandes de edad. 

 

Y me gustaba mucho este trabajo y me gustaba ver cómo pintaban. Yo trabajé con un señor muy 

famoso de Tonalá que se llamaba Pedro Chávez del Barro petatillo. Un señor ya grande en esa 

edad. 

 

Yo creo que tenía unos 70 años. Yo tenía como 12 años. Y viera qué bonito pintaba. 

 

Y todo lo que traía en su mente lo pintaba en un plato. Manos mágicas. Un talento muy bonito. 

 

Pero es a lo que voy. Que no les dan su lugar al artesano. O sea un lugar que diga. 

 

Ese artesano fue muy bueno para trabajar. Porque le voy a decir una cosa. No porque sea uno 

vanidoso. 

 

Pero pocos fuimos los que aprendimos esto. Y gracias a Dios que nos dio este don de hacer las 

cosas. Me da gusto yo haber nacido artesano. 

 

Me gusta mi oficio. A veces buenas y malas. A veces estamos en la buena de Dios. 

 

Y a veces estamos muy bien económicamente. Y a veces estamos batallando mucho. Pero ahora 

sí es el destino. 

 

Te tocó trabajar, ser artesano. No me quejo ni nada. Pero a veces sí es triste que la gente no te 

reconozca. 

 

O no te dé tu lugar como la persona que eres. Porque en otros países a un artesano lo tienen. O 

sea lo tienen como debe de ser. 

 

O sea lo tienen en un lugar bueno. Al menos yo sé que en Japón. Los artesanos ya mayores de 

edad. 

 

Tienen como un sueldo base. Que el gobierno los está apoyando económicamente. Para toda la 

vida. 

 

¿Y por qué no en Tonalá? O sea es lo que digo yo. ¿Por qué no en Tonalá? 

 

Al menos la gente que ya murió. O la gente que sigue. Apóyenlos. 

 

Porque no todos estamos económicamente bien. Hay unos más pobres que yo. Otros más pobres 

que yo y así. 
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Porque no hay un artesano que sea rico. O sea artesano. Hay gente que tiene talleres grandes. 

 

Que ellos invirtieron en poner talleres y tienen. Ellos no se apuran. Pero un artesano como yo. 

 

Gracias a Dios no me quejo de mi trabajo. Ni de mi situación económica. Pero no hay un 

artesano rico. 

 

Vivimos bien. A medias bien. Pero que diga uno no. 

 

Ese se hizo rico por ser artesano. No. Nunca. 

 

O sea nunca va a pasar eso. A no ser que tengas un taller grande. Pero con varios artesanos. 

 

Puedes tener dinero. Pero de ti, de tu trabajo, que te hagas rico, en esta técnica, ¿en este oficio? 

Nunca. O sea no morimos pobres. Pero tampoco morimos ricos. Estamos estables. Pero lo bonito 

de uno es que te compren una pieza. Y que te den tu lugar. Y que te feliciten. Yo pienso que 

algunos. Yo pienso como los demás artesanos. Que ese es el gusto de uno. Que te den tu lugar. 

Como la persona que eres. Como lo que le estás dando a tu pueblo. Porque tú estás dándole a tu 

pueblo. Más reconocimiento. 

 

Porque vienen personas del otro lado del mundo. Y ven tu pieza. Arnulfo Vásquez de Tonalá 

Jalisco. 

 

Ah es de México. Pues ya te vas abriendo. Ya al menos ya dicen. 

 

Ah en México es esta pieza. Estás dando más a conocer tu pueblo y tu país. Por ser artesano. 

 

[Dorian] 

Este como. Este orgullo de ser artesano. Se sale como más como… 

 

También del orgullo de ser como, de Tonalá. De Jalisco. De México. 

 

[Arnulfo] 

Exactamente. Y por eso pues conocen más al pueblo de Tonalá. 

 

Por tu trabajo. No los conocen por. Como dice mi papá. 

 

No los conocen por los políticos. A Tonalá lo conocen por los artesanos. Ahí pueden entrar 500 

presidentes y ni se acuerdan de ellos. 

 

Y hay artesanos que dejan un legado. Como Jorge Wilmot. Armando Galván. 

 

Que va a pasar el tiempo. 100, 200 años. Y se van a acordar de ellos. 

 

Porque dejaron un legado de trabajo. Para todas las generaciones. Y un presidente. 
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Pueden entrar 30 presidentes y no se acuerdan de ellos. O sea, si me entiendes. Que hay un lugar 

para un artesano. 

 

Porque está dejando. Pues un recuerdo bonito de Tonalá. Que la gente se acuerde de aquí a 100 

años. 

 

Ah, Arnulfo Vásquez. Ah, sí. El que pintó esa pieza. 

 

Porque aquí en Tonalá hay un museo. Que esas piezas se quedan. Para toda la vida. 

 

Entonces, si Dios quiere de aquí a 100 años. Ay, ¿a quién es Arnulfo Vásquez? Ah, pintó esa 

pieza. 

 

Al menos van a recordar mi nombre. O sea, tú dejas un recuerdo a las generaciones atrás.  

 

[Dorian] 

Ah, sí. 

 

[Dorian] 

¿Verdad? Eso es lo bonito, pues. Como pues ser artesano. 

 

O eso ya lo trae uno. Sentir eso. Sentir eso de que tienes que dejar algo. 

 

Dice por ahí un amigo artesano. Hay que dejar una semillita. De tu trabajo. 

 

Y esa semillita nace en retoños. Los retoños son la gente que tú enseñas a trabajar. Eso es una 

gente detrás de tu trabajo. 

 

Que tú enseñaste. Y así se va la línea. Eso es lo bonito de ser artesano. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

La verdad, eso es lo bonito. Pues, como te digo, no vamos a morir de pobres ni de ricos. Vamos a 

estar en un nivel medio. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Eso es. 

 

[Dorian] 

Sí, eso de que me hablaste de, como, no sé. Bueno, de tu orgullo en lo que hagas. Y de el orgullo 

de tener una persona que se pone feliz por tu trabajo. 
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Eso me tocó fuerte. Es algo muy bonito. 

 

[Arnulfo] 

Es algo bonito. Siente uno cuando te dicen que se sienten feliz. Es que, precisamente, un día 

vinieron unas personas de Chicago. 

 

Me compraron unas piezas. Ahorita seguro la quieres ver. Me dijo, y yo me acuerdo siempre de 

mi papá. 

 

Cada pieza que pintas es para alguien. Tú ya la estás pintando ya es para una persona. Que es 

para ella. 

 

Y vino la mujer, se sacó fotos conmigo. Una americana sacó fotos. Y me dijo, estoy enamorada 

de esta pieza. 

 

O sea, en cuanto la vio, me dijo, me la llevo. O sea, ya era para ella. O sea, ya es el destino lo 

que tú pintas para una persona. 

 

Y se va a ir a Chicago la pieza. Pero lo único gusto que me dio a mí es que le encantó en cuanto 

la vio. Me dijo, yo me llevo esa pieza. 

 

No me preguntó cuánto. Me dijo, yo me la llevo. Ya le di el precio. 

 

Me dijo, perfecto. Me la llevo. Dice, ah, qué bonito. 

 

O sea, aparte de que te pagan, es bonito. Pero aparte de eso, te da gusto de que te guste tu trabajo. 

Le gusta a las personas. 

 

Y ya como que te quedas con el ánimo de seguir trabajando. O sea, de echarle más ganas a tu 

trabajo. Te esmeras más en cada pieza. 

 

Pintas una pieza y quieres pintarla mejor que la que pintaste atrás. O sea, cada pieza que agarras, 

quieres pintarla mejor, mejor, mejor, mejor. Y si ya lo traes adentro, la voy a pintar. 

 

La voy a pintar bien. Y ese es el gusto de vender. Y se siente uno contento por todo lo que lleva 

la pieza en el trabajo. 

 

Y lo que te dicen, pues, que eres una persona muy única para esto. Y que fuiste muy elegido 

porque no todos hacemos lo que hacemos. ¿Verdad? 

 

Sí. Y sí es cierto. O sea, que bueno que hay personas que te reconocen tu trabajo. 

 

Pero hay muchas personas que no asimilan o no asimilen. Sino que no reconocen el trabajo de 

ciertas personas. Porque a veces te dicen, óyese, ¿por qué tan caro? 
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Ah, ¿y sabes por qué? Por esto, por esto, por esto, por esto. O sea, no saben cómo se hizo una 

pieza y ya están diciendo que está cara. 

 

Es que deben de saber lo que es el proceso y el trabajo y el tiempo que lleva cada pieza. Por eso 

hay el precio de que uno las vende. 

 

[Dorian] 

Sí, claro, sí. 

 

[Arnulfo] 

Yo cuando estaba en la escuela, yo estaba enseñando a unos maestros. Maestros de educación 

artística. Ellos les daban a sus alumnos. 

 

Y estaban haciendo unas piezas y me dijo, oiga maestro, ¿cuánto vale esa pieza? Sí. No, pues 

vale tanto. 

 

Y me dijo, oye, ¿por qué tan cara? Ah, vas a ver. Y ya estuvimos trabajando y ya supo ella los, 

los paso, paso por paso. 

 

Hizo una pieza a su modo. Y ya pasó el tiempo. Y le digo, maestra, le doy tanto por su pieza. 

 

Dice, ah, no, vale tanto. Ah, entonces ya sabe por qué vale tanto. Dice, sí maestro, ahora sí ya vi. 

 

Y me dice, discúlpeme por decirle que está caro. Pero yo no sabía lo que lleva una pieza desde el 

principio a fin. Dice, no maestro, esto vale eso y vale más. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

O sea, pero ella ya vio lo que es el proceso de cada pieza. Y ya no dijo, no maestro, ya nunca voy 

a decir que están caras las cosas. Porque ella estaba a venir a Tonalá y a regatear las piezas. 

 

Oye, ¿cuánto vale eso? Te doy tanto. No, eso no. 

 

Para mí no se vale eso. Porque para ahí como que estás lastimando al artesano. Bueno, yo así lo 

siento. 

 

Aquí me han venido y me dicen, le doy tanto. Dije, no, vale tanto. Yo no la vendo. 

 

O sea, aunque a veces tenga uno mucha necesidad, no la vendo. Porque no me gusta que mi 

trabajo me lo califique. O sea, me quieran pagar lo que ellos quieren. 

 

Dice, no, vale tanto. Si gusta, dice, está bien, me la llevo. Pero siempre, siempre hay una que otra 

persona que dice, no todas, eh. 
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No todas. Pero ciertas personas sí dicen eso. Que te regatean. 

 

Y eso se siente para, al menos a mí, yo me siento mal. O sea, me siento mal porque como que 

están subajando el trabajo de uno. O sea, yo no voy a ir a una tienda departamental y comprar X 

cosa. 

 

Y le voy a decir al encargado. Ah, te doy tanto. Está el precio allí, eso es lo que vale. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

¿Verdad? O sea, yo no voy a ir a poner mi cara a decirle, te doy tanto. No, pues no. 

 

Y pues, ya no es igual como antes. Ya como que, ya hay menos personas que hacen eso. Pero 

antes sí había mucho. 

 

Y la verdad, mucha gente que se vendía por la necesidad del dinero. Pero ahí se aprovechaba 

mucha gente. Pero bueno, ya se está desapareciendo esto. 

 

Así es la vida del artesano. Y muchas cosas, muchas carencias. Y muchas buenas. 

 

Y pues, aquí andamos. Aquí andamos. Como dijo mi papá, no hay que rajar porque ya estamos 

aquí. 

 

O sea, eso lo dice mi papá. No hay que, ahora sí, no hay que sacarle. O sea, no hay que tener 

miedo porque ya estamos aquí. 

 

O sea, hay que salirle al toro. O sea, salirle al toro quiere decirle, hay que salirle a lo que 

estamos. Ahora sí, hasta la muerte. 

 

Trabajar hasta que Dios quiera. O sea, ahorita a mi altura yo ir a trabajar a otro lado de diferente 

cosa, ya no. Yo ya no. 

 

Ya hasta donde Dios quiera, voy a llegar. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Sí, así es. 

 

[Dorian] 

Bueno. Buenísimo. 

 

[Arnulfo] 
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Sí. 

 

[Dorian] 

Bueno, creo que ya vimos como que has contestado casi de todo. Pero quiero preguntarse si hay 

como algo más de que usted quiere hablar. De que usted quiere decir sobre su historia, su trabajo, 

su loza, de lo que sea. 

 

¿Algo más? 

 

[Arnulfo] 

Pues, pues que, de que hay personas, o sea, no me voy a meter en ciertas cosas. Ay, mucho ruido.  

 

[Motorcycle revs] 

 

Este, de, de a veces este, de ser a veces agradecido con el, con la persona que te abre la puerta. 

 

O sea, hay, porque este, muchos artesanos, o sea, no artesanos. Más bien como aprendices, este, 

hay muchos que te reconocen toda la vida. Aquí en Tonalá, mi papá enseñó a uno que fue 

presidente de Tonalá. 

 

Se llama Juan Antonio Mateos. Este, él hasta la fecha ve a mi papá como una persona, o sea, una 

persona, una. Que le dio, le dio la oportunidad de entrar a su casa, de enseñarlo. 

 

Y esa persona fue, y ha sido muy amable con él. O sea, hay personas que te, que te agradecen el 

hecho de que te abran las puertas y que te enseñen. Pues ahora sí, los secretos de la familia. 

 

Porque esto, esto de cada quien, cada quien tenemos una línea. Y son secretos de familia. Porque 

no a todos, este, no a todos ahora sí admitimos en que se enseñan a la técnica. 

 

Y hay unos que están muy agradecidos y otros pues no. Otros, este, pues ya se enseñan y ya no 

se acuerdan de dónde vienen. Ese es lo malo. 

 

Ese es el único granito negro que hay en lo que es la artesanía. Que, que este, que no son 

agradecidos con la persona. Yo, pues bueno, yo gracias a Dios salí de la familia de con mi papá. 

 

Pero yo a veces me pongo en el lugar de ellos. Si alguien, si otra persona me hubiera dado la 

cabida de entrar a su casa. Yo la verdad, a esa persona lo tuviera en un lugar especial pues. 

 

Al menos especial con un respeto. Con una dedicación. Con un, pues dale, o sea no sé cómo le 

pagaría a la persona. 

 

A la persona que te enseñó, a lo que tú sabes. Es por un lado, esa es una. Y la otra es por parte 

del gobierno que, pues que nada más se acuerdan cada año. 

 

Lo que es el cada día del artesano. Se acuerdan del artesano y les dan una mención honorífica. 

Un premio económico. 
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Pero eso es cada año. Eso a mí se me hace poquito. Poquito para lo que ha hecho el artesano para 

el municipio. 

 

Un premio que no todos alcanzan. Por ejemplo, dan un premio para 30 artesanos en todo Tonalá. 

Pues en Tonalá somos más de 500 artesanos. 

 

O sea, se me hace muy injusto.  

 

[Loud music from a passing truck] 

 

Se me hace muy injusto que nada más unos alcancen y otros no. O sea, gracias a todos. 

 

Aunque sea poco, pero gracias a todos. No sé. Esa es muy mala organización por el gobierno que 

nada más cada año se acuerdan de los artesanos. 

 

Y todo el resto del año no pasa nada. Seguimos igual, esperanzados a que venga un cliente. Nos 

compre. 

 

Pero creo que para este año, para este nuevo gobierno que viene, hay muchos planes buenos para 

los artesanos. Ojalá y se cumpla todo lo que se habló. Pero las personas que van a entrar, que van 

a estar enfrente de parte de Casa de Artesanos, creo que ya se comprometieron a ayudar más al 

artesano. 

 

O sea, porque unos ocupamos más que otros. Unos estamos un poquito mejor y otros estamos un 

poquito peor. O sea, de ayuda siempre ocupamos ayuda. 

 

O sea, no queremos dinero que vengan y que nos lo regalen. No, no, no. Queremos que abran 

mercado. 

 

Queremos que traigan americanos. Es que no es difícil. El gobierno se quiebra la cabeza. 

 

No es difícil. Yo como gobierno, ¿sabe qué haría? Yo vería, no muy lejos, me fuera a Chapala o 

a Jijín. 

 

¿Sí conoces Chapala o sí has escuchado? 

 

[Dorian] 

No. 

 

[Arnulfo] 

Un pueblito que se llama Chapala. Ahí hay muchos pensionados de Estados Unidos. Y muchos 

pensionados les gusta la artesanía. 

 

Yo me voy y hablo al gobierno de allí. Y por tal de tráemelos, yo los traigo en camión. Los 

invito a un desayuno. 
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Pero yo ya traigo dos camiones de americano, que son 80 americanos. Y me los traigo a los 

talleres de Tonalá. Y más de uno, más de 10 o 15, le van a comprar artesanías a los artesanos de 

Tonalá. 

 

La cosa es de traerlos, o sea, jalarlos para acá. Ir por ellos. O sea, el Tonalá tienen que invertir en 

ir por ellos, en gastar. 

 

Es que así no van a venir ellos. No vienen. Al americano le gusta que lo traigan y que lo lleven. 

 

Pero puede haber ventas para los artesanos de Tonalá. O sea, ya de 100 turistas, sí va a haber 

ventas. Y va a haber ventas. 

 

Y el artesano de Tonalá se va a sentir a gusto porque ya el gobierno ya se está fijando en uno. 

Están trayendo compradores a Tonalá. Pero si el gobierno no se mueve, no hay nada. 

 

Esa es una... Y pues hay muchas carencias, la verdad. Y pues sobre mi trabajo, bendito Dios, 

sigo trabajando. 

 

Y como le digo, hasta que Dios quiera, voy a dejar de trabajar. Y me da mucho gusto que gente 

como tú, pues, que hablas así, este tipo de pláticas para otro lado, sepan cómo viven los 

artesanos. Y no es una queja ni nada, pero es una realidad en lo que estamos pasando. 

 

Y pues bueno, pues eso es así. Y como te digo, no hay de otra más que seguir trabajando. Seguir 

trabajando y aquí seguimos trabajando de adelante. 

 

[Dorian] 

Bueno, entonces... 

 

[Arnulfo] 

Entonces no sé, ¿qué más sigue? 

 

[Dorian] 

Creo que ya estamos. Pero muchísimas gracias por compartir de todo eso. Sé que, bueno, que es 

fácil ver que es una historia muy, muy importante y muy significante para usted. 

 

Y muchísimas gracias por compartirlo conmigo. 

 

[Arnulfo] 

Qué bueno. ¿Y esto lo vas a compartir en tu escuela en Estados Unidos? 

 

[Dorian] 

Sí. Es que, bueno, estoy estudiante de maestría. Y estoy escribiendo mi tesis sobre este tipo de 

cerámica. 

 

Y entonces estas voy a usar para mis investigaciones. 
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[Arnulfo] 

Cada quien tenemos nuestro tema de expresión. Cada quien tiene... Te platicaron ellos. 

 

Yo pienso que algo similar, pero a su modo de ellos. Y es que, pues, no es mucho la diferencia 

que carecemos ciertos artesanos. A lo que veo, pues, casi todos... 

 

Yo pienso que te dieron una plática similar a la mía, ¿no? O sea, no igual. Pero similar a los 

demás, ¿verdad? 

 

De los que estamos pasando. Y como te digo, no es de que nos den dinero y que toman. No, no, 

no. 

 

Abran mercados. Abran. Porque si no, y si no aprenden más niños, más gente nueva, esto se va a 

acabar. 

 

[Dorian] 

Sí. Claro. 

 

[Arnulfo] 

Sí, se va a acabar. Mi hijo va a seguir trabajando ya. Él viene el sábado y ese domingo se pinta y 

sigue trabajando. Pero él ya se dedicó a su trabajo. 

 

Soy hijo de él. Y yo no quiero ponerle, órale, póngase porque se va. No, es que ahora buscan 

ellos otros horizontes, otras entradas de dinero para sobrevivir. 

 

Porque el tiempo ya no es lo mismo. Y a mí me tocó el tiempo de mi papá de que, te quedas a 

trabajar. Te quedas aquí en la casa. 

 

Y sí, porque había trabajo, pero tú te quedas. Y me quedé. Ya, mi hijo, yo no lo puedo forzar. 

 

No, es que no puedo forzarlo. Porque yo no tengo una seguridad de que va a haber dinero cada 

fin de semana para poder gastar. Él está soltero. 

 

Y él ocupa de sus gastos. Entonces, ¿yo por qué lo voy a exigir a sostener? Te vas a quedar a 

fuerza. 

 

No es así. Que bueno, que busque su trabajo. Que busque su vida. 

 

Pero le gusta, sigue trabajando. 

 

[Dorian] 

Sí. 

 

[Arnulfo] 

Él sigue trabajando. Pero yo sí sigo aquí todavía. Trabajando y trabajando. 
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Ojalá y te sirva tu... 

 

[Dorian] 

Sí, me va a servir bastante. Y a muchas investigaciones en la futura.  

 

[Arnulfo] 

Ah, que bueno, que bueno. 

 

[Dorian] 

Muchas gracias. 

 

[Arnulfo] 

Cuando guste, por aquí estamos otra vez. 

 

[End of Interview 2] 
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Pre-Interview 3: Antonio de Jesús Díaz Medrano [Recorded during microphone test before 

official interview began] 

 

[Antonio de Jesús Díaz Medrano] 

Vamos a escuchar. Si hay necesidad de pagar algo, me dices y lo... Gracias, sí. 

 

[Dorian Record] 

Vamos a ver.  

 

[Antonio] 

Estas tinas están en el Museo Regional de Guadalajara. Estas tinas se hicieron en la época 

española y era para que la gente se bañara. 

 

Sí, era utilitario. Estamos hablando de los años 1500. Aquí Tonalá fue conquistado en 1530. 

 

En 1530 fuimos el primer lugar en el Occidente donde se celebró la primera misa. Incluso más 

antiguo que Michoacán, más antiguo que otros lugares. Aquí en Tonalá, y hay un monumento, 

los españoles dejaron una cruz, que es la Cruz Blanca que se le llama aquí. 

 

Y en ese lugar se celebró la primera misa en todo el Occidente de México, el 25 de marzo de 

1530. Y ese día para nosotros conmemora el Día del Mestizaje, en el momento en el que las dos 

razas se unen. Pero si voy muy rápido, me dices... 

 

[Dorian] 

No, sí, está bien. Te entiendo bien. 

 

[Antonio] 

Mira, estas son piezas de las mejores conservadas que hay en bruñido. Estas son de finales de 

1800 y principios de 1900, de una persona muy famosa que se llamaba Armando Galván.  

 

[Dorian] 

Sí, qué bonitos. 

 

[Antonio] 

Tengo de verdad, tengo libros muy buenos. Tengo amigos que mi mercancía normalmente viaja 

hacia Estados Unidos, porque allá pagan mucho mejor que aquí. 

 

[Dorian] 

Sí, claro. 

 

[Antonio] 

Y como he hecho, no solo personas que son clientes, sino amistades, me han dicho, mira, te 

trajimos un libro de Tonalá de regalo. Tengo un acervo de libros muy buenos, que no creo que ni 

siquiera tengan aquí en el municipio. Son 25, 26 libros diferentes que hablan sobre la cerámica 

de Tonalá, la historia. 
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Incluso uno de mis libros es uno de los más antiguos que fue escrito por un gobernador. Está 

muy, muy... Perdón. 

 

 

[Dorian] 

Está bien.  

 

[Antonio] 

Están muy, muy padres, pero ya te digo, hay mucho... Mira, esta también es una pieza española. 

 

Si te fijas, perdón, es una pequeña cara, y lo que representa alrededor es el sol. Tonalá, la palabra 

antigua es Tonallan, con doble L. Tonallan, y Tonallan significa lugar por donde nace el sol, o 

lugar donde se lleva la cuenta de los días. 

 

El sol funcionaba como el calendario. Igual que en todas las culturas, el sol aquí se adoraba, 

igual que en las demás. Y era representado ya, miren, desde la época española o desde antes, con 

un sol. 

 

Incluso aquí, en el Cerro de la Reina, hay una piedra que es el glifo más antiguo que tiene la 

representación de un sol. Igual, si gustas y tienes tiempo, yo creo que pudiéramos ir de manera 

rápida también. 

 

[Dorian] 

Ah, sí, bueno. 

 

[Antonio] 

Hay dos piedras. Una piedra que es la piedra del sol, y a un lado está la piedra de la campana. No 

sé si hayas escuchado que hay piedras que si se pegan, suenan con un sonido muy similar a una 

campana. 

 

Ah, pues ahí están. No es el lugar donde se encontraron, pero las dejaron en el cerro. Tenían 

lugares específicos donde se encontraron, pero las trajeron acá. 

 

[Dorian] 

Guau. 

 

[Antonio] 

A mí me hubiera gustado lo proporcional que se quedaran donde fueron encontradas. 

 

[Dorian] 

Ah, sí. 

 

[Antonio] 

Mejor. Incluso hay una zona arqueológica, pero no está abierta al público. 

 

[Dorian] 
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Ah. 

 

[Antonio] 

Nuestras pirámides en Tonalá son redondas, como los huéspedontones. Aquí se tiene la parte 

del... ¿Cómo se llama? 

 

Como la base de las pirámides es lo que todavía se conserva. La parte de arriba se destruyó, pero 

las bases de la pirámide... 

 

[Dorian] 

Ah, como la fundación. 

 

[Antonio] 

Son redondas. Eso quiere decir que incluso como aquí, al igual que los huéspedontones, las 

pirámides eran iguales, circulares. De eso no tengo las fotos, porque tengo un amigo que es un 

investigador de Tonalá, e incluso tenemos pinturas rupestres. 

 

Aquí el pueblo... Bueno, de todo lo que conozcas en esta parte de aquí, de lo que es el Occidente 

de México, donde estamos ubicados, Tonalá es el asentamiento más antiguo, es prehispánico. 

Aquí se fundó Guadalajara. 

 

A partir de aquí, el origen de toda esta parte de aquí es Tonalá. Desgraciadamente, a la gente a 

veces no le interesa. La gente a veces no está interesada en rescatar... 

 

Mira, la palabra, como nos conocen a los de Guadalajara, es “tapatío”. La palabra es originaria 

de Tonalá y no es tapatío. La palabra original significa “tlapatío”. 

 

Un tlapatío era un cacharro de barro de manera hexagonal, que era la moneda de cambio. Esta 

monedita equivalía... No recuerdo exactamente si eran tres o cuatro saquitos de cacao, que era la 

moneda de la Ciudad de México. 

 

Aquí era un cacharrito de barro y esa era la palabra. Por eso se nos denomina “tapatíos” a 

nosotros. Cuando los españoles llegaron obviamente primero a Tonalá, ven que ya teníamos una 

moneda de cambio y era el tlapatío. 

 

Pero como sabes que no nombraban bien las palabras náhuatl, se le denomina Guadalajara ya 

cuando se establece como capital. Y se nos llama tapatíos. El pozole de manera... 

 

¿Si has probado el pozole? 

 

[Dorian] 

Sí. 

 

[Antonio] 

De manera caníbales... De manera de caníbales, fueron los orígenes en Tonalá. Era cuando se 

sacrificaba a los equipos ganadores en el juego de pelota. 
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En la zona arqueológica todavía queda una parte del juego de pelota. Digo porque yo ya fui a la 

zona arqueológica. Nada más he ido una vez. 

 

He querido ir más, pero no... Lo que pasa es que resulta que tiene un dueño, no es del municipio. 

Parte de... 

 

Está como a una media hora de aquí aproximadamente la zona arqueológica, pero hay un dueño, 

entonces el dueño no... No es accesible a que pase. Solamente a muy pocos. 

 

Y a mí me tocó esa suerte de conocer las pirámides y una parte de lo que se tiene. Es más o 

menos alrededor de dos hectáreas lo que se tiene resguardado de la zona arqueológica. Pero era 

un área bastante grande. 

 

Y está pegado a lo que es la barranca que... Aquí en Tonalá empieza la falla de San Andrés, que 

va a dar hasta el norte de Estados Unidos. Aquí empieza en Tonalá. 

 

[Dorian] 

Wow.  

 

[Antonio] 

Tiene toda una historia y... Me emociono mucho, la verdad. 

 

[Dorian] 

Sí, lo puedo ver. 

 

[Dorian] 

Bueno, entonces voy a apagar este…  

 

[End of Pre-Interview 3] 
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Interview 3: Antonio de Jesús Díaz Medrano 

[Dorian Record] 

Para el propósito de las investigaciones de la tesis de mi maestría, yo, Dorian Record, empiezo 

esta entrevista con Antonio de Jesús Díaz Medrano, sobre sus experiencias con la cerámica de 

Tonalá. Hoy es el 2 de julio de 2024 y estamos en su taller de trabajo de la cerámica. Entonces, 

quiero empezar con una pregunta que es más sencilla para que nos abrimos bien. 

 

¿Hace cuántos años usted ha estado trabajando en el barro bruñido y otras clases de cerámica de 

Tonalá? 

 

[Antonio de Jesús Díaz Medrano] 

Mira, yo desde muy pequeño. Actualmente tengo 31 años y mis inicios fueron tal vez a los 3 

años, 4 años. Yo hacía conforme mi edad me permitía hacer algo en el taller. 

 

Por ejemplo, cuando estábamos pequeños, mi mamá y mi papá nos mandaban a poner las figuras 

al sol, volverlas a meter, llevarlas al horno. Lo que mi edad me iba permitiendo era lo que yo iba 

haciendo conforme a mi edad. Incluso algo muy padre, yo mi manera de aprender la cerámica 

fue jugando. 

 

Jugando. O sea, no fue un aprendizaje como que, de ir a la escuela, no, no, no. Como era de 

manera muy cotidiana, pues, jugando. 

 

Yo desde muy niño tuve la habilidad en la cerámica. Entonces, hacía algún monito, hacía un 

carrito con el barro y si se llegaban a quebrar, pues se reutilizan. Entonces, mi manera era eso. 

 

O sea, jugando aprendí. 

 

[Dorian] 

Guau. Y entonces, ¿en dónde lo aprendiste? 

 

[Antonio] 

Aquí mismo en el taller, con mis papás. Mi mamá y mi papá, pues, en paz, descanse. Él falleció 

hace un mes. 

 

Pero con ambos aprendimos. Bueno, somos cinco hermanos. Yo y otras cuatro, una mujer y tres 

hombres más. 

 

Y todos desde una edad muy pequeña estuvimos trabajando aquí en el taller. 

 

[Dorian] 

¿Y todos trabajan aquí hoy en día? 

 

[Antonio] 

No, actualmente solamente yo. Ellos se dedican ahora a otras cosas y todos tenemos el talento de 

pintar, de trabajar. Pues, desgraciadamente no hubo una continuidad con ellos. 
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[Dorian] 

¿Una continuidad? 

 

[Antonio] 

Ah, ellos ya no continuaron. Ellos decidieron salir fuera a trabajar y pues solamente trabajo yo 

aquí en el taller. Apoyado, claro, de... 

 

A veces son tres personas, a veces dos, dependiendo el trabajo. 

 

[Dorian] 

Entonces, ¿hace cuánto tiempo aproximadamente ha sido, como, una tradición familiar? 

 

[Antonio] 

Mira, tengo la fortuna que aprendí el trabajo de dos maneras. Tanto de la familia de mi mamá, 

que es la más antigua, y de la familia de mi papá. De la familia de mi mamá hablamos 

aproximadamente de unos 250 años de historia familiar. 

 

El registro ha llegado hasta mis tatarabuelos. Probablemente más personas atrás, pero ya no hay 

una manera de comprobarlo. Pero de mis tatarabuelos hasta acá tenemos la historia. 

 

Y del lado de mi papá, fue mi abuelo, fue mi papá, y veo que son otras tres generaciones. Y de la 

familia de mi papá, pues, ¿qué estábamos hablando? Unos 60, 70 años aproximadamente de la 

familia de mi papá. 

 

Y gracias a eso yo aprendí dos técnicas de diferente... Tanto de mi papá como de mi mamá. En la 

familia de mi mamá se han trabajado diferentes... 

 

¿Cómo se puede decir? Diferentes técnicas a lo largo de estos años. En la familia de mi mamá se 

empezó a trabajar la loza utilitaria. 

 

Que eran las cazuelas, las ollas, los jarros, los platos. Y posteriormente fueron cambiando a 

diferentes otras técnicas. Tenemos un tío que fue mucho muy famoso y su obra más fuerte se 

encuentra en el Museo de Arte Moderno de Nueva York. 

 

Es Candelario Medrano. Él es mi tío abuelo. Tenemos una historia familiar muy rica y muy 

interesante. 

 

Él fue quien le dio fama a nuestra familia. Este... y bueno, él inició lo que es el barro bétus. El 

barro bétus son figuras un poquito fantásticas, imaginarias, terminadas en colores muy fuertes. 

 

¿Ustedes un poquito de repente? 

 

[Dorian] 

¿Entonces estabas hablando del barro bétus? 

 

[Antonio] 
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Ese es por parte de la familia de mi mamá. El barro bétus hablamos de que se trata de hacer una 

escultura de manera rudimentaria. Donde se pueden hacer los famosos nahuales, perros, 

animalitos, gallos. 

 

Y ese tipo de trabajo es heredado, no se estudia. Lo haces ya de manera o por familia. Y son 

esculturas que quedan bien. 

 

Realmente no es como un aprendizaje de que ya has ido a la escuela. Este tipo de piezas se 

pintan con colores muy fuertes. Y él se barniza con un aceite que se llama aceite de Betus. 

 

Por eso también lleva el nombre de aceite de… o más bien de la técnica del barro bétus. Esto es 

por parte de la familia de mi mamá. 

 

Yo el bruñido lo aprendo por parte de la familia de mi papá. Aunque mis orígenes en la artesanía 

son más antiguos por el lado materno, yo el bruñido, que es a lo que me dedico, lo aprendí de la 

familia de mi papá. Tuve la fortuna desde muy niño, de verdad, de ir desarrollando mis 

habilidades en la cerámica. 

 

Y yo recibí mi primer premio a los 11 años. Y eso creo que fue algo muy motivante para saber 

que tenía el talento de hacer las cosas. Yo que fue lo que mi papá me enseña desde la edad muy 

pequeña. 

 

Y me puso algunos problemas a la hora de quererme enseñar. Porque, mira, desgraciadamente 

muchas personas aquí o fuera del pueblo creen que hacer cerámica o hacer barro es ser pobre. 

Tienen esa mentalidad. 

 

Entonces mi papá me decía que ya no lo enseñaran, que porque ya no se vendía, que no había 

clientes. Y es que hubo un momento en la que la cerámica de Tonalá se vendía todo, todo 

completamente. Entonces yo quiero pensar que el mercado se saturó de cerámica de Tonalá. 

 

Porque hay piezas que tú puedes encontrar en eBay o algo que están muy sencillas. Que no es 

una figura que tiene tanto trabajo como las antiguas. Llegó un momento que hablamos de los 

años de los 50's a los 70's, 80's. 

 

Fue cuando fue como una fiebre de cerámica de Tonalá. Y ese tipo de cerámica es originaria de 

Tonalá, pero la comercialización fue en Tlaquepaque. Muchas veces las personas creen que ese 

tipo de piezas son de Tlaquepaque cuando realmente no lo es así, sino que es de Tonalá. 

 

Entonces fue uno de los problemas que mi papá me mencionaba. Yo le dije, sabes que tú 

enséñame, yo me encargo de que esto funcione al final de cuentas. Pues eran yo creo que muchas 

las ganas mías de aprender. 

 

Porque desde niño yo dibujaba mucho o jugaba con el barro. O sea, mis acercamientos a la 

cerámica fueron realmente desde muy pequeño. Yo empecé a pintar mis piezas pues que sería 

alrededor de los 13, 14 años que ya empezaba yo a manejar el pincel. 
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Y no me costó trabajo porque yo ya dibujaba, yo hacía dibujos. Entonces cuando yo agarré un 

pincel no fue muy difícil para mí, nada más acostumbrarme a trabajar con pincel. Y pues a partir 

de ahí mi papá me enseñó lo que él sabía. 

 

Y llega un punto que me dice mira Toño, bueno así nos decimos aquí, me dice mira Toño, yo 

hasta aquí te puedo enseñar. Si quieres aprender más busca quien te pueda enseñar más 

compañeros. Y tuve una suerte muy bonita que, mira porque el trabajo de Bruñido en Tonalá es 

celoso. 

 

Se cela mucho con las familias o con compañeros por saber quién lo hace mejor. Es un poquito 

celoso el trabajo. Entonces yo tuve la fortuna de que si yo iba con un amigo me decía que sí. 

 

Y aprendí no solo de uno, yo creo que he aprendido al mínimo de 20 personas diferentes. A 

partir de ahí por eso tengo no solo una historia familiar sino historias que me han compartido 

compañeros. Historias de personajes que han venido del pueblo a ver la cerámica. 

 

Mira te voy a contar una de esas historias. Las líneas esas que están en esta figura, esa parte que 

está dentro de las líneas se llaman grecas. Esas grecas no se aplicaban en Tonalá. 

 

Esas grecas vinieron a la cerámica de Tonalá porque Diego Rivera, Frida Kahlo y José Clemente 

Orozco vinieron a Tonalá. Y a partir de ahí fue que nosotros utilizamos las grecas en la cerámica 

de Tonalá. Aparte de otros muralistas, pero ellos fueron los principales. 

 

También el doctor Gerardo Murillo, conocido como el doctor Atún. Él también enseñó bastante 

ese tipo de cosas en el caso de las grecas aquí en Tonalá. Pero realmente la historia es como un 

asentamiento prehispánico. 

 

¿Qué es lo que tiene la cerámica de Tonalá? Pues lo que es la flora y la fauna. Incluso las flores 

de Tonalá, así se llaman, flor Tonalá. 

 

La flor Tonalá no es una flor que exista en la naturaleza. La flor Tonalá es una flor imaginaria 

que sale de tu idea, de tu imaginación. Como esto que ves aquí, mira. 

 

Que ninguna se repite. Estas flores son flores Tonalá. Que cada artesano lo puede representar de 

manera diferente. 

 

Dependiendo el sentir, dependiendo tu sentimiento, tu estado de ánimo. Hace que las cosas 

cambien mucho. No sé si ya lo sentí o quieres decir algo más. 

 

[Dorian] 

Bueno, entonces si quieres platicar de otra pregunta. Ya platicaste de eso un poquito, pero voy a 

preguntarte de manera formal. ¿Hoy en día se vende mucha de la Tonalá Bruñida o de 

[indistinguible]? 

 

[Antonio] 
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Mira, sí y a la vez no. Si decimos que no, es porque aquí en México, como mexicanos, no 

tenemos la cultura de consumir nuestros propios productos. Eso es una realidad. 

 

Tal vez no muy bonita, pero sí es una realidad. Se vende de manera fuera de México. Esto ayuda 

mucho, porque a la vez no sólo hablamos de una cuestión económica, sino que te da un 

renombre. 

 

Teniendo un renombre te ayuda también mucho a que tú, como vendedor o como artesano, 

puedas comercializarla mejor. Porque hay gente que viene y busca... Busco cerámica de la 

familia Jimón. 

 

Y aquí en el pueblo nos conocemos por apellidos. Yo soy de la familia Medrano o Díaz 

Medrano. Y dado que yo, como decimos, al estar trabajando duro para que mi cerámica guste, 

pues ya vienen personas a buscarme directamente. 

 

Hace ocho días, la semana pasada, recibí un grupo de Estados Unidos. Venía directamente aquí a 

Tonalá a hacer compras de barro. Me tomaron en cuenta. 

 

La gente, muchas veces, cuando vienen a buscar al maestro, creen que es una persona mayor. 

Somos muy pocos los jóvenes que continuamos haciendo. Y esto influye justamente en la 

cuestión económica. 

 

Yo creo que la cuestión económica o el pensamiento que te dicen de ser pobre por hacer 

cerámica es solamente una percepción. Si tú en tu mente cambias esa idea de que no vas a ser 

pobre, pues, al contrario, te va a ir mejor, te va a ir bien. Es cuestión de una actitud diferente. 

 

Yo, por ejemplo, inicié como todo, de manera tranquilo y poco a poco. Pero mi taller es un taller 

que ya está. ¿Cómo se dice? 

 

¿Un contribuyente? Yo doy facturas. Todo lo que te ayuda a vender más. 

 

Mi taller es un taller en regla. No sé si me entiendes ahí en esta cuestión. Yo pago impuestos, 

estoy ante la ley, estoy registrado en el SAT. 

 

Entonces, los artesanos no están dispuestos a veces a cambiar este tipo. ¿Por qué? Porque te 

generan muchas... 

 

Nos asustan, pues. Nos dicen que vamos a pagar muchos impuestos, cuando la verdad no es así. 

Aquí en México, si vendes, pagas un impuesto. 

 

Si no vendes, pues nomás te registras en ceros. Y no todas las personas te piden factura. 

Entonces, los que no me piden factura, pues yo no facturo ese dinero. 

 

Yo vendo solamente los dineros que son de factura. Y no todas las personas. Por ejemplo, viene 

una empresa. 
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En el caso personal, yo trabajé para Cartier. La marca de joyería francesa, vinieron por un diseño 

mexicano. Y gracias a que yo puedo facturar, me hicieron el pedido a mí. 

 

Si hubieran ido con otra persona, a lo mejor el trabajo era más sencillo o más caro. O sea, 

cualquier cosa que estuvieran buscando, lo que buscaban es que el artesano pudiera facturarle a 

la empresa. Y no encontraban quién. 

 

Cuando llegan conmigo, yo le dije que sí. Entonces, a mí me hicieron el pedido. Ese tipo de 

cosas te dan... 

 

¿Cómo se puede decir? Estas herramientas te dan un crecimiento, una plusvalía para las demás 

personas. Por ejemplo, últimamente, empresas mexicanas o fuera de México también, para 

Navidad, te hacen, o piden regalos de barro. 

 

Y también, el requisito es dar una factura. La gente no lo hace. Por eso, en esa cuestión, a mí sí 

me va bien. 

 

Tengo esto como... ¿Cómo se puede decir? Como un valor agregado, a diferencia de mis demás 

compañeros. 

 

Porque ellos no se han querido registrar para dar facturas. Entonces, en esa cuestión, a mí me va 

muy bien. Por eso, tengo mucho trabajo. 

 

[Dorian] 

Bueno. 

 

[Antonio] 

Mira, no solo produzco artesanías. Tengo que estudiar un poquito lo que es la mercadología para 

poder publicar en redes sociales. Estudié redes sociales. 

 

Estudié contaduría para llevar a la contaduría del taller. Todo. No solo me pongo a pintar, sino 

que mi mente tiene que dar... 

 

[Dorian] 

El valor de la empresa, igualmente con... 

 

[Antonio] 

Exactamente. Aplicar el modelo de una empresa en este pequeño taller. Me refiero a que los 

empaques queden perfectamente bien. 

 

A que la calidad de las figuras tenga que ser la misma calidad de una figura pequeña a una figura 

grande. Porque es un prestigio. Entonces, mi mente a veces está trabajando mucho. 

 

Porque tengo que estar checando a las personas que me ayudan. También, no descuidar mi casa. 

Porque lo que es la comida y todo. 

 



 

 259 

Entonces, es mucho.  

 

[Dorian] 

Sí, es mucho.  

 

[Antonio]  

Y muchas personas prefieren conformarse con algo, o con poco. 

 

De eso depende de qué era lo que te decía. De que te dicen que si eres pobre o no. Yo no me 

siento que soy pobre, al contrario. 

 

Mis piezas ya están en museos. Entonces, si yo en algún momento muero, ya tienes como ser 

recordado al final de cuentas. Eso ayuda bastante. 

 

Te hace sentir bien, la verdad. Pero para eso hay que trabajar mucho, mucho, mucho. Y unas 

ganas de seguir diario aprendiendo. 

 

Porque me gusta aprender. Y si no lo sé, lo aprendo. Porque puedo ejecutarlo en una obra. 

 

Este tipo de cosas, o de piezas, es muy sentimental. Porque hay días en los que yo no me siento 

bien. Y ese tipo de sentimientos los puedes plasmar en piezas. 

 

[Dorian] 

Se aparecen en las piezas. 

 

[Antonio] 

Hay historias, por ejemplo, mira, se puede trabajar con pequeñas personas representando una 

pequeña idea. Mira, por ejemplo, te puedo contar un poquito de la historia de esta figura. No sé si 

recuerdas que hace un poco fue un eclipse. 

 

Esta figura la pinté ese día. No lo representé con el sol, sino con la luna. Y aquí en Tonalá hay 

una historia que dice que si tú ves el eclipse fijamente, cambias en un Nahual. 

 

No sé si hayas escuchado también de los Nahuales. Los Nahuales son las personas, como un 

chamán, un brujo, que se pueden transformar en normal. Aquí entran y hacen cuenta que si tú 

volteas a ver el eclipse de manera directa, te puedes transformar en un Nahual. 

 

Y sigue estando la familia, pero ahí la persona cambia. Y los Nahuales los representamos mucho 

así. Mira, lo que es el Nahual. 

 

Obviamente, el sol y la luna son de los círculos más fuertes en Tonalá. Y obviamente, como te 

comentaba, mira las flores. El caso con esta figura es rescatar un diseño antiguo, porque antes se 

ponía mucho este tipo de cosas. 

 

[Dorian] 

¿Eso se hace con el dedo? 
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[Antonio] 

Sí, mira, queda perfectamente aquí. Se le pone el barro fresco a la pieza y se le va... Por eso hay 

muchas figuras que se ven como un poquito movidas, porque no tenemos una medida, todo es, 

decimos aquí en México, es un tanteo. 

 

Tanto para hacer el barro, para hacer las pinturas, no hay una medida definida, sino con el 

aprendizaje que hemos tenido de generación en generación, es como se trabaja todo. Por eso se 

conserva el estilo. ¿Cómo se puede decir? 

 

El estilo es... Pues se conserva la tradición, dado que nuestros conocimientos han sido 

transmitidos generación tras generación, entonces es nuestra mejor herencia. De hecho, les 

decimos, es una herencia milenaria. 

 

Porque si te pones desde la época en que se inició esto, hasta hoy en día, mira, se estima, no es 

segura la fecha, pero había una persona aquí que investigaba mucho la cerámica de Tonalá, y él 

tenía un aproximado de la fecha en la que se inició el bruñido. Y estamos hablando de la época 

prehispánica, alrededor del 650 antes de Cristo. Con un aproximado de datación en el... 

 

No exactamente con este tipo de diseños, como te decía, que era lo rojo con líneas blancas. Pero 

ese tipo de piezas se han conservado con el color original, porque el bruñido... Lo que pasa es 

que en la piedrita que bruñe, hace cuenta que impregna más el color dentro de la misma pieza, 

entonces eso le ayuda a conservarse. 

 

Y anteriormente, el bruñido se trabajaba, decimos aquí, al fresco. Estas figuras están secas, no 

están quemadas, pero están secas. Años atrás, el bruñido se trabajaba húmedo, o sea, más fresco. 

 

Y era más difícil. Ese tipo de bruñido ya no existe, porque ya no hay quien te explique cómo se 

hacía. Todas las figuras que se encuentran en Europa o en museos importantes, eran piezas que 

se llamaban bruñido al fresco. 

 

¿Qué se trabajaba? Pues no secas, sino cuando estaba realmente fresca la pieza. Aquí hubo una 

revolución en la cerámica, cuando aparece el famoso ceramista Jorge Wilmot. 

 

No sé si ya hayas escuchado de él. Él fue el que justamente cambió el bruñido en fresco al 

bruñido en seco. Él fue el que hace esa transformación. 

 

¿Por qué? Porque el bruñido en fresco tardaba más tiempo. El bruñido en seco se puede trabajar 

un poco más rápido, tampoco creas que se hace mucho. 

 

Pero él fue justamente quien hace ese cambio del bruñido fresco al seco, y a partir de ahí 

podemos trabajar el bruñido ido un poco más. 

 

[Dorian] 

¿Qué opinas de esta figura de Jorge Wilmot? 
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[Antonio] 

Mira, pues como todo tiene bueno y malo. Muchas personas se sintieron... ¿Cómo se puede 

decir? 

 

Mira, es que también depende de la actitud y la mentalidad que tengas. Si lo ves del lado de que 

te puede ayudar en tu trabajo, pues está bien. Pero si tú te sientes atacado por una nueva 

revolución en la cerámica, pues a lo mejor la gente prefería estar del lado. 

 

Yo creo que, para esas situaciones, si estás dentro de él, pues puedes aprender cosas nuevas. 

Mira, yo por ejemplo, esto es el estilo tradicional, que son colores grises. Yo fui vacado por el 

Estado para estudiar la química de los colores. 

 

Yo mis colores los genero, entonces imagínate, si yo no hubiera querido estudiar, y solamente 

seguir trabajando en lo antiguo, pues no hubiera evolucionado. Entonces, se trata justamente de 

la cuestión grises de Jorge Wilmot, pues fue una revolución muy fuerte que desgraciadamente ya 

no ha vuelto a haber algo como eso. Mucha gente se quedó... 

 

¿Cómo se puede decir? O sea, no se renovó. Mucha gente quedó en cuanto llegó Jorge Wilmot, y 

ya nunca más volvieron a cambiar. 

 

Se trata de, mira, por ejemplo yo, de buscar un modelo nuevo, un color nuevo, formas o pinturas 

que van dentro de la cerámica. En estos días, la temática de los pescados es muy fuerte, porque 

se ve más moderno, más estilizado. Es la misma técnica, es la misma, nada más los colores y el 

diseño es diferente. 

 

Pero incluso es más fácil trabajar sobre fondos que esto, porque el bruñido original es más 

complicado. Estas figuras hablamos del bruñido original. Mira, para empezar, el color gris o el 

negro, se molía la piedra volcánica o las piedras tan pequeñas que salen en los hormigueros. 

 

No sé si has visto que son piedras negras. Se molían esas piedras de lava o las de los 

hormigueros pequeñas, y al molerlas te funcionaban como color negro. Ahora, el color amarillo, 

este es un color también de toda la que se llama bayo. 

 

Es una piedra amarilla que cuando se quema también tiene una transformación en un color. El 

fondo beige, que es lo que le da la originalidad a las piezas, es un color que se trae de Sayula. Y 

nosotros lo conocemos como barniz, o otras personas después lo conocieron como engobe de 

Sayula. 

 

Pero es el mismo color que se ha trabajado durante más de dos mil años, este tipo de piezas. Yo 

en lo personal sigo haciendo figuras tradicionales porque conservan mi esencia, mis raíces. Pero 

también busco cómo generar propuestas nuevas. 

 

Entonces mira, si ves algo como esto, que es algo más nuevo, o algo como la figura que ves allá 

en la esquina, es algo más contemporáneo. Hay personas que no están dispuestas a cambiar esto 

por algo así. No creo que hay necesidad de estar peleados con un diseño. 
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Yo les pongo un ejemplo a mis compañeros muy fáciles. Anteriormente las casas eran de barro. 

¿Pero qué pasó? 

 

Las casas se deslavaban con el agua y tienes que cambiar por materiales nuevos cuando 

construyes una casa, obviamente. Ese es un ejemplo que yo doy. Si la cerámica anteriormente era 

de una manera, claro que hay que renovarla, hay que cambiarla. 

 

Pero claro, también se respetan las piezas con el estilo antiguo, que es lo que nos da nuestro 

renombre, nuestra raíz. Y mira, si hablamos en cuestiones económicas, tal vez venda tres figuras 

tradicionales, pero venda 50 diferentes de colores. ¿Cómo se puede decir? 

 

La rentabilidad económica te hace que te vaya mejor con figuras nuevas que con figuras 

antiguas. Yo no las dejo de trabajar. A mí me encanta trabajar así, porque me imagino que sigo 

los pasos de la gente que viene de muchos años y que yo estoy continuando. 

 

Pero también es mi tiempo, esto es lo mío. Entonces es una mezcla de ambas cosas y es muy 

bonito en la cerámica que no te quedes en una sola... Y no sé si ya habíanos notado, o no sé con 

quién hayas ido, pero hay personas que trabajan el mismo diseño en todas las figuras. 

 

Es tal vez el mismo animal, o la misma luna, las mismas flores, los mismos monitos. Cuando si 

ves aquí una figura mía, ninguna se repite. Ninguna es la misma. 

 

Entonces es a lo que yo voy. Que a mí no me gusta ser monótono en el trabajo, sino que me 

gusta estar cambiando. Llegan muchas ideas, muchas, muchas, muchas. 

 

Nomás que también es un arriesgue de saber si lo haces o no lo haces. Es un mundo la fusión de 

la cerámica, pero ese es el orgullo de Tonalá. Desgraciadamente ya no... 

 

Yo creo que, si no se sigue conservando, en un par de... Bueno, no en un par, en un cierto tiempo 

de años no creo que haya quien lo haga. Se ha hablado mucho con el gobierno en el que se ponga 

una escuela, pero no nos hacen caso. 

 

Creo que no están interesados en esa cuestión de... de saber si... No están interesados en... 

 

en preservar la tradición. Es algo muy, muy complicado. Mejor han sido otras personas que 

vienen de otros estados que se han enseñado y que actualmente tienen sus talleres. 

 

Por nombrar a uno de ellos es el maestro Ángel Santos, que no es de Tonalá, es de Zacatecas.  

 

[Dorian] 

Ah, Ángel Santos, sí.  

 

[Antonio] 

Él no es de aquí, él es la persona que llegó y se enseñó. 
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El maestro Luis Cortés también, José Luis Cortés, también no es de aquí. Y pudiera nombrarte a 

muchas personas, aunque no se trata de eso, ¿verdad? Sino que también ahí es un ejemplo de que 

sí se puede... 

 

se puede aprender la técnica. Que, por ejemplo, ellos no saben trabajar este tipo de cosas porque 

esto es más como de los que somos de aquí. Esto es nuestra esencia, eso no nos lo puedes 

arrancar a nosotros. 

 

Decimos, o lo decimos de una manera tal vez muy chistosa, fuimos gobernados por una mujer. 

En la época prehispánica nosotros decimos somos hijos de Sigualpili. Sigualpili fue nuestra 

reina. 

 

Pues, al fallecer su papá, le quedaba el trono al hermano. El hermano tenía once años, por lo cual 

no puede tomar el reino. Ella se hace la monarca. 

 

Y a partir de ahí se genera una historia también muy bonita en la época prehispánica, dado que 

ella fue la que recibe aquí en Tonalá a Nuño Beltrán de Guzmán, que fue nuestro conquistador. 

La reina Sigualpili... Bueno, el centro fuerte era lo que es el Cerro de la Reina, por eso tiene 

mucha historia. 

 

Tonalá fue conocida por la magia, por la hechicería, que para estos tiempos es difícil creerla, 

¿verdad? Pero anteriormente, o en ese tiempo, Tonalá fue conocida como la ciudad pagana. 

Hablamos del paganismo por una palabra española, que lo pagano es lo que no está dentro de la 

religión. 

 

Entonces se le reconoció como la ciudad pagana porque como siempre se tuvo la habilidad de 

hacer ídolos o de hacer piezas, había la gente de Tonalá tenía ídolos para todo. No éramos 

monótonos, no era monoteísmo, sino politeísmo, que hablamos de muchos dioses. Si a una 

persona se le ocurría, va a ser un dios para tal cosa. 

 

Entonces había mucho. Y era tanta la creencia en estos ídolos que pasaban cosas tan 

inexplicables en esa ocasión. Y a partir de ahí se genera la hechicería donde vienen los nahuales, 

que son estas personas que se transforman. 

 

Y se dice que la reina se volvió antes de viajar, porque se va con Nuño de Beltrán de Guzmán a 

España. Cuando se la lleva, incluso, no sé si has visto, hay un monumento, cuando somos 

conquistados de la manera... Conquistados en dos maneras, de manera en guerra y de la manera 

religiosa. 

 

Entonces hay un monumento en el Cerro de la Reina donde la reina Sigualpili está abrazando la 

cruz y en la parte de atrás está haciendo hacia un lado su religión de ídolos. Sigualpili, el nombre 

en náhuatl era Sigualpili zapozintli que significaba la bella flor del zapote. El zapote es una fruta 

que se da mucho por acá. 
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Entonces eso significaba su nombre. Cuando es bautizada por los españoles termina llamándose 

Juana Bautista Danza. Y el apellido Bautista fue de los primeros apellidos que dejan aquí los 

españoles. 

 

Bautistas, Basulto, Arana, palacios. Incluso el palacio tiene una historia muy bonita porque se 

dice que el palacio se tomó por los palacios que habían dejado los españoles. Y hay un apellido 

que son palacios, tan cual refiriéndose a las edificaciones de los palacios que habían formado. 

 

Entonces esa es la parte de la colonización. No más porque no te quedas, en unos días más, que 

es el 25 de julio, celebramos nosotros nuestra batalla con los españoles. O la fiesta del pueblo es 

el 25 de julio. 

 

¿Qué representa el 25 de julio? Había diferentes tipos de guerreros. Entre ellos había la raza más 

fuerte que son los tastoanes. 

 

Los tastoanes eran la raza de guerreros más aguerrida, más feroz. Cuando la regla de Chihuahui 

se enfrenta a los españoles y al ir perdiendo, manda a los tastoanes a combatir a los españoles. 

Había mucha diferencia en armas. 

 

Pues aquí se peleaba con flechas, con palos, y ellos costarían las pistolas, las espadas. Pero los 

tastoanes eran tan aguerridos que ellos utilizaban un palo de madera con un cuero amarrado 

dentro del mismo. Y se decía que era como una especie de una espada. 

 

Como las macanas en Ciudad de México que llevan obsidiana. Aquí solamente era algo similar a 

eso, pero era puro pedazo de madera y era dar el golpe. Los españoles empezaron a recibir 

muchos el golpe. 

 

Y es ahí donde viene la parte de la colonización de la religión. Sí fuimos perdedores en la batalla 

con los españoles, pero la parte de la religión gana la identidad de los españoles. Nuestro patrón 

aquí es Santo Santiago, al igual que en España. 

 

Se dice que uno de los españoles al ir perdiendo la batalla le ruega tanto a Santo Santiago que lo 

salve porque ya estaban a punto de perder. Y se dice que se aparece Santo Santiago aquí en 

Tonalá. Al aparecer él en su caballo termina por matar a los guerreros con quienes estaban 

peleando los españoles. 

 

Y al final de cuentas queda la identidad. Y es esa mezcla entre lo que es lo prehispánico de 

Tonalá y lo que llega de España. Teníamos edificios muy padres coloniales, pero aquí la gente no 

los conservó. 

 

Teníamos partes muy… Tonalá ha sido partícipe de la época prehispánica, de la época colonial. 

Y desgraciadamente no hay tantos vestigios de esto. 

 

Tenemos muchas historias tan bonitas que están olvidadas o que se han transmitido de manera 

oral. Es triste también a veces cómo la gente le preguntan y no sabe qué responder o no sabe de 

dónde viene un… de dónde viene tu raíz. 
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Es simplemente… 

 

[Dorian] 

Entonces, como usted tiene este sentimiento que la gente no va a apreciar la historia, pero ya 

siente igual sobre la artesanía y esta historia… 

 

[Antonio] 

Sí, bastante. Va mucho… O sea, van en conjunto las dos. 

 

Y justamente yo sigo conservando la cuestión de la tradición cerámica con Tonalá. Tenemos 

muchas tradiciones aquí porque justamente quiero transmitirlo para que no termine. Por eso leo 

libros, por eso cada vez aprendo más de historias del pueblo. 

 

Para poder… Mira, por ejemplo, una de nuestras tradiciones es celebrar la cruz, aunque no es 

algo muy mexicano. La cruz por una razón muy sencilla. 

 

En Tonalá no teníamos agua potable. Había pozos. No sé si entiende la palabra de pozos. 

 

Sí. Había muchos pozos. Entonces se le dedicaba una cruz a cada pozo para que no se cegara. 

 

Entonces en mayo tenemos la fiesta de las cruces porque, así como la cruz hacía su función de 

cuidar el agua, las personas de manera de agradecimiento hacían fiesta, ponían música, como una 

verbena popular mexicana, de manera que se celebraba que la cruz cumplía con su función. 

Ahorita los pozos siguen estando, pero ya no se utilizan. Ya tenemos red de agua potable pero la 

tradición de las cruces es que se sigue haciendo fiesta año con año. 

 

Lo que te digo de Los Estones es año con año, el 25 de julio. Y se representa la batalla entre los 

indios y los españoles. Al final de cuentas, ya no solo la cuestión española sino nuestra identidad 

porque a partir de eso estamos aquí. 

 

No puedo decir que soy un indio 100% natural porque por mi sangre ya recorre sangre. En el 

mestizo de la cruz ya está revuelto. Hay cosas tan padres y cosas que se han olvidado a través del 

tiempo que es muy difícil ver. 

 

Sobre todo, las juventudes de ahora son muy diferentes. La cuestión de la música, no tienen una 

cultura, no tienen una visión de trabajo. No creo también que solamente sea en México sino en 

otras partes del mundo. 

 

[Dorian] 

Sí, en Estados Unidos es casi igual. Pero bueno, porque en Estados Unidos es como tanto como 

una mezcla de culturas que sea menos, o sea, bueno, ¿cómo explicar? De mi familia no hay otros 

arqueólogos, entonces no estoy siguiendo ninguna tradición pero tampoco había alguna 

expectación o aspiración de conseguir con cualquier cosa. 
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Entonces, sí es así que dicen que la juventud, bueno, los mayores tienen preocupaciones sobre la 

juventud, pero creo que es algo más de aquí de México que se preocupan por la falta de 

conseguir con las cosas más antiguas porque todavía existen de aquí y no es tanto como tan 

mezclado como en Estados Unidos. 

 

[Antonio] 

Ándale, sí, todavía los pueblos porque ellos no se han dejado consumir por la ciudad ellos 

conservan sus tradiciones más bonitas. Y mira, aquí la cuestión en estos últimos años de la 

cerámica es que los materiales de barro o los bancos de barro ya no es la misma calidad que 

antes, entonces eso influye en que personas también ya no quieran trabajar, el barro se quiebra 

más fácil, es una cuestión pero mira, es cuestión también de tu actitud porque cuando el barro 

tenga más dureza o tenga una flexibilidad como la de antes, se le aplica pasta de alta temperatura 

o sea, yo experimento mucho con ese tipo de cosas para que el barro al final de cuentas tenga una 

buena calidad. 

 

Hay maneras de cómo sustituir unas cosas por otras o tratar de adaptarse a la modernidad al final 

de cuentas, no podemos tampoco quedarnos en épocas anteriores cuando tenemos más 

herramientas. Esto es parte de todo esto. Pudieras platicarte mucho más pero entiendo que 

también tienes más cosas, pero esto es algo que no termina la verdad. 

 

[Dorian] 

Bueno, es que me interesa de todo y creo que vamos a hablar de todo antes de que se acabe esto 

pero también quiero preguntar algo sobre los materiales que usan la cerámica Bruñida. Bueno, 

para usted sea alguna parte específica o más de una, más o menos partes que se hace distinta la 

loza Bruñida sobre otras lozas. Puede ser como del barro o de la pasta, la decoración o algo más. 

 

[Antonio] 

Mira, el bruñido en México existe en alrededor de 6 o 7 estados. En el norte, Chihuahua con el 

Mata Ortiz que es un bruñido también. Hablamos en Michoacán, que también es bruñido. 

 

Hablamos de Chiapas, hablamos de Oaxaca que es un lugar, Puebla, lugares donde se trabaja el 

bruñido. Lo que cuenta de la cerámica Bruñida es todo, a diferencia de eso, el barro. 

Normalmente ellos se manejan en un tipo de barro de arcilla. Nosotros utilizamos dos tipos de 

barros para poder generar uno y a partir de ahí poder hacer las piezas. 

 

Es un barro blanco y es un barro negro. Al unirlo de manera proporcionada se crea la arcilla o el 

barro correcto para poder hacer una pieza. Nuestro barro en Tonalá es muy poroso. 

 

No sé si has visto los botellones para el agua, el cantarito que se llama. Se hace helada el agua y 

es un barro que permite que pase el aire. Eso ayuda mucho también en la porosidad del barro. 

 

Las pinturas. Si hablamos de las pinturas, nuestras pinturas son tierras. Yo creo que también con 

ellos, pero no solo la tierra, sino también el término del bruñido. 
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No sé si lo hayas visto. Ellos bruñen. Por ejemplo, el barro negro está bruñido de un solo color. 

En Chiapas, es muy similar. En el norte, que es de Mata Ortiz, bruñen y luego pintan. Nosotros 

bruñimos encima de lo que ya está pintado. 

 

Ahora, ellos pueden bruñir con muchas cosas. Con un cuarzo, con una cuchara, con un pedazo de 

metal. Nosotros bruñimos con una pirita. 

 

No sé si conozcas la pirita. Mira, aquí tengo los bruñidores. Muchas son por herencia las que 

tengo aquí. 

 

La pirita es un mineral, un mineral al oro. Entonces, el bruñido que nosotros realizamos es 

incluso más diferente a lo que conoces de otros estados. Este fue de mi abuelo. 

 

Esto acá también. Estas piedras tienen más de 100 años. Y a mí en la actualidad me siguen 

funcionando para seguir trabajando. 

 

Todo es diferente si lo vemos en cuestión de raíces o de costumbres. Nuestro bruñido en Tonalá 

es completamente distinto a todos los bruñidos que puedas conocer. Y de hecho, hay una 

institución aquí en Jalisco que es la Escuela Nacional de Cerámica. 

 

Es una iniciativa privada, no exactamente de gobierno. Y ellos hace un par de años se encargaron 

de hacer una investigación o de la datación del barro bruñido. Tomando en cuenta que el bruñido 

en México tiene más de 2000 años, siendo uno de los epicentros más antiguos, Tonalá. 

 

A partir de aquí se generan muchos bruñidos. Aunque creo que pudiera ser el más antiguo de 

Michoacán porque una de las tribus que fundaron Tonalá fueron los Purepeches. Mira, el glifo de 

Tonalá. 

 

¿Me prestas un poquito para dibujar un poquito el glifo de Tonalá en la cuestión prehispánica? 

Eran cuatro círculos. Así se representaba Tonalá. 

 

Bueno, ya que me dirías con otro común círculo. Algo así estaba... Esto quiere decir que Tonalá 

había sido fundado por cuatro tribus. 

 

Fueron los Cocas... Ay, perdón. Tonalá fue fundado por cuatro tribus diferentes que fueron los 

Cocas, los Tecuetses, los Náhuatles, y los Purepeches. 

 

Se habla también de una quinta que por eso tomó el nombre Tonalá de los toltecas, pero en ese 

tiempo los toltecas ya habían desaparecido. Entonces yo no creo en esa cuestión. Estas tribus 

eran las que fundaron y el glifo de Tonalá eran estos cuatro que representaban a estas cuatro 

tribus. 

 

Incluso todavía en las calles de Tonalá puedes ver que cuando está el nombre aparece primer 

cuartel, segundo cuartel. Esto, hablamos [indistinguible] por una tribu. Y estos cuarteles vienen 

desde la época prehispánica. Tonalá estaba dividido en cuatro partes. 
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Cada uno de estos cuarteles decía de dónde estaba distribuido cada una de las tribus. Aquí en 

Tonalá, en esta parte de aquí de mi casa es el cuarto cuartel. Cada una de estas representaba una 

tribu que fundaron a Tonalá. 

 

Todavía está de partido... Aunque ya mucha gente no lo toma en cuenta, pero desde ahí viene la 

historia de esta tribu. Y había una festividad religiosa en la que era la única vez en que todo el 

pueblo se podía juntar en la plaza de aquí de aquí. 

 

Nuestro templo está datado a finales del siglo XVI y principios del siglo XVII. Es uno de los 

primeros templos. Incluso el cristo que se tiene en Tonalá es uno de los cristos más antiguos de 

todo México procedente de la pasta de caña. 

 

No tenemos tanta historia. Incluso en la parroquia dos gárbolas que están en el templo son 

nahuales. Esto que representa que nuestra religión y nuestra ideología como... 

 

Incluso en la misma iglesia puso dos nahuales dentro de él. Igual, te puedo compartir un par de 

fotos que también tengo en la celular. Pero ahí están. 

 

Están representados como un gatito. Aquí en Tonalá, el misticismo de los nahuales está asociado 

a dos animales, la lechuza y el gato. Que son animales muy misteriosos, muy místicos. Los 

nahuales están representados o como una lechuza o como un gato. Normalmente los gatos son 

los que predominan más. Por eso toda la iconografía de los nahuales es en la forma de un gato. Y 

si te fijas en el diseño la cara es de un humano. El cuerpo nunca es el de un humano. 

 

El cuerpo es el del animal y ese es el nahual. Hay historias muy chistosas de los nahuales. Mi 

abuela contaba una historia de qué le pasó a ella. 

 

Anteriormente, el pueblo de Tonalá era muy chico. La gente dejaba el maíz o el nixtamal que era 

para hacer las tortillas en el patio. ¿Por qué? 

 

Porque como circulaba el aire no se descomponía el maíz y lo dejaban en el patio como tipo de 

conserva. Entonces, la gente pobre se transformaba en nahuales para entrar en las casas a robarse 

el nixtamal. Y dice mi abuela que en una ocasión escuchó el ruido y dijo, ya el nahual se va a 

robar mi nixtamal. 

 

Se salió al patio y lo vio y le empezó a pegar con una leña, con un pedazo de madera. Le empezó 

a pegar hasta que de tantos golpes el nahual se transforma y resulta que ese nahual era su 

compadre. Osea... mas [indistinguible] que es parte de la misma... 

 

Mira, originalmente de Tonalá ya quedamos muy pocos. Nuestra línea familiar, en el caso mío, 

vienen las familias más arraigadas aquí. Incluso hay familias que vienen todavía más arraigadas 

que nosotros, pero ya hay gente muy nueva, ya no se conserva la esencia hasta en eso hay cosas 

diferentes. 

 



 

 269 

En el caso de nosotros yo creo que si nos hicieran tal vez algún estudio de sangre de las familias 

más más antiguas... Dice mi mamá que ella recuerda que de lo que es el centro de la plaza, o sea 

el templo, eran cuatro cuadras alrededor y ese era el pueblo. Nada más. 

 

Era muy pequeño. La zona arqueológica hacia el sur o el norte, no lo recuerdo, estoy medio 

desubicado pero bueno, hacia ese lado ya estaba la zona arqueológica y había muchos ranchos 

pequeños. Antes ya se trabajaba el queso, pero luego lo original era aquí donde estaba el taller la 

cerámica, incluso mira, donde quieras escarbar yo creo que se puede encontrar algodón y 

obviamente no te dejan escarbar sino más o menos. Cuando pusieron el periférico sacaron por 

miles de estatuillas y ¿qué les pasó? 

 

No saben. Aquí no están. Es triste esa cuestión porque a nosotros ya nos consumió la ciudad, la 

ciudad se llevó el crédito de todo cuando tu mamá fue el cuartiaguas más antiguo. 

 

Guadalajara fue fundada cuatro veces y la segunda fundación fue Tonalá. No predominó aquí 

porque los indios no congeniaban con la colonia española. Aquí solamente existió la capital dos 

años de aquí se trasladó a un... 

 

Mira, la primera fue en Nochistlán, Zacatecas, la segunda fue en Tonalá la tercera... de la tercera 

casi nunca me acuerdo, y la cuarta es donde está actualmente hoy que anteriormente era el Valle 

de Atemaja lo que ahora se conoce como Guadalajara Centro. Entonces, tuvo cuatro fundaciones, 

incluso Tonalá fue parte de esas fundaciones, pero existía una rivalidad y una cuestión de moral 

muy fuerte. Los españoles no se quisieron quedar en Tonalá porque aquí se utilizaba la ropa de 

manta, y para las españoles era el erotismo o el morbo de ver a los indios mexicanos de Tonalá 

que se les notaba a veces mucho, pues como no querían también congeniar en esa cuestión, se 

trasladaron a otros dos lugares diferentes y actualmente donde está la capital ya de ahí ya no se 

movió. Tiene un estilo afrancesado porque fue empezado a fundarse por el presidente, ¿cómo se 

llamaba? Porfirio Díaz. Él tenía una idea de que Guadalajara fuera más un estilo francés, tanto el 

kiosco, cuanto la catedral y muchos edificios que todavía no se conservan son de estilo francés 

en la capital de Guadalajara. Y bueno, pues ahí ya se inicia lo que es el panteón, construcciones 

que todavía quedan. No sé si ya tuviste la oportunidad también de visitar el museo regional de 

Guadalajara. Ahí hay cerámica de Tonalá también, muy antigüe ya te digo, toda esta cuestión me 

quedaría corto un día para seguir platicando, pero sí, hay mucha riqueza bastante, bastante. 

 

[Dorian] 

Sí, es una historia muy rica. 

 

[Antonio] 

Y no toda la gente lo sabe. Eso es lo triste. 

 

[Dorian] 

Bueno, entonces tengo otra pregunta. Tal vez como te va a caer, como, algo raro, pero no quiero 

ofenderte, solo es algo muy importante para mis investigaciones. Porque hay algunas fuentes 

históricas que hablan de, especialmente de mujeres de España de las altas clases sociales, en que 

en la época colonial cuando estaban mandando montones de Tonalá Bruñida hasta allá para su 
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consumo. Hablan de mujeres de allá que estaban comiendo el barro de Tonalá Bruñida. 

Entonces, tengo una curiosidad si sabes algo de eso desde hoy en día. 

 

[Antonio] 

Sí, mira, todavía se tiene esa práctica. Que ya no tanto, pero todavía lo que pasa que para las 

mujeres que estaban en lactancia o embarazadas, el barro cuando, no sé si sabes cómo huele el 

barro o sea huele como a tierrita, así muy qué te despierta una sensación de querértelo comer. 

Que es lo que pasa ahí es una mujer que le falta minerales. Que le falta en el caso, no recuerdo, 

creo que era el magnesio o algo así, un tipo de mineral el barro de Tonalá tiene muchos 

minerales.  

 

Mira, no solo el barro, se lo comía la gente. El barro de Tonalá, si tienes inflamada una rodilla o 

la panza o una mano te lo puedes poner, y te ayuda a desinflamar. Te lo puedes poner en también 

hay gente que dice que se lo pone en la cara de manera de exfoliación o de limpieza, y te deja 

limpio. Esto es más que nada por todos los minerales que maneja el barro.  

 

Actualmente todavía cuando muchas personas a veces que vienen aquí al taller, “¿Oiga no tiene 

este barro quebradito que nos vende para que se lo coma mi esposa?” Ya no se debe de comer 

porque te genera piedras en el riñón. Eso es una realidad que toda la vida generaba, pero es 

porque despide un olor... mira deja traigo una pieza mojada para que sientas tú la sensación. No 

sé si te causa el mismo, como, esa tentación de quererlo morder, pero ahorita lo traigo...  

 

Mira, ¿te lo hueles? Es como una, así como tierrita, algo así mucha gente al olerlo te da como 

unas ansias de querértelo. 

 

[Dorian] 

Guau. Entonces, ¿solo se comen de forma cocida, o en crudo también? 

 

[Antonio] 

Es que también, hay muchas personas que en crudo, pero decía mi papá que el crudo te genera 

lombrices en el estómago. Pero normalmente, también te digo si se puede comer en manera 

cruda, pero normalmente era ya cocido. No sé si hayas sentido esa sensación, pero eso es lo que 

se sentía la gente cuando se comía el barro, lo dejas varios días a que esté húmedo para que se 

ablande un poquito, y te lo puedes empezar a comer. De verdad, sé que es muy bueno, porque yo 

lo hice de niño. 

 

[Dorian] 

¿En serio? 

 

[Antonio] 

Es que es una sensación que te despierta el mismo barro, de querértelo comer. 

 

[Dorian] 

Guau. 

 

[Antonio] 
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Y mucha gente, pero se daba más que nada a las mujeres en la cuestión cuando estaban en 

lactancia. 

 

[Dorian] 

Entonces, no solo son mujeres, pero a lo mayor. 

 

[Antonio] 

Ajá, mayormente mujeres, pero también varones.  

 

[Dorian] 

Guau. Muy buena información. Entonces, piensas que, o sea si, ¿piensas que le hace daño, o le 

hace beneficios? ¿O es algo neutral? ¿Cómo opinas? 

 

[Antonio] 

Mira... no sabría decirte, si a las mujeres realmente les hacía algún efecto. Era más, no sé si lo 

entiendas o si te hayas fijado cuando una mujer está más sana tiene muchos antojos. Entonces, no 

sé si también era cuestión de un antojo, o sea esa parte no sé cómo explicarla si era por un gusto, 

o si realmente les funcionaba. La verdad ahí sí no no tengo una seguridad, la verdad, pero lo que 

sí es que el olor te despertaba una ansiedad de querértelo comer. 

 

[Dorian] 

Guau, ok, bueno. Entonces, ¿de qúe vamos a hablar...? Ah, para algo de clarificación, ¿tú vendes, 

como, tu propia cerámica y desde... principalmente de forma en línea o en cómo? 

 

[Antonio] 

De todo. Mira, la modernidad nos ha dado, pues, más herramientas, pero no sólo si lo hago de 

manera en línea, pero también de manera presencial cuando vienen aquí, aquí al taller o cuando 

yo salgo a alguna expoventa de clientes nuevos como, por ejemplo, ayer que toda la semana nos 

la pasamos en Ciudad de México hoy llegamos, estuvimos en Los Pinos en la residencia de Los 

Pinos vendiendo y muchas personas se mueven interesadas todavía por el trabajo de Tonalá, 

personas que tienen tiendas y dicen, “Ay, me quiero llevar esto, yo necesito esto,” me queda el 

contacto y a esas personas yo trabajo aquí y les envío hasta su origen.  

 

Hay muchas maneras, pero la verdad es que las redes sociales vino, en el caso personal sí, vino a 

facilitarnos ventas mejores. Porque no todas las personas saben que tú existes como artesano, 

como taller, eso es lo que te decía. No sólo produzco, sino que también me dedico a estar 

subiendo videos del proceso, de cómo se trabaja cómo se queman el horno, de manera que 

entiendan que la elaboración es artesanal, no es, pues, con máquinas.  

 

Es una cuestión muy fuerte en las ventas, que no tiene nada de malo porque no ha existido 

solamente en estos días sino de todo el tiempo que es el regateo, o sea, que te están pidiendo un 

precio menor por el producto que tú ofreces. Eso no es de ahorita, eso es todo el tiempo, incluso 

si hablamos de la época prehispánica. Pues te decían, “Te doy un trueque,” que es un 

intercambio de productos, “Te cambio de productos,” a mi mamá y a mi abuela les tocó 

intercambiar cazuelas de barro por kilos de frijol o por kilos de maíz, ese era un trueque. “Te doy 

esto, pero tú me das una parte.” Esos trueques también eran de que ponle un poco más, estás 
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dándole muy poco, entonces desde ahí viene el regateo, el regateo de que te pidan precio menor 

por tu producto. 

 

Incluso cuando yo voy al Tianguis a comprar frutas, decimos “pilón.” Pilón es como, si te 

regalaron un poco extra como un regalo extra de productos. Utilizamos esta palabra, “Póngale un 

pilón,” o “Agregale poquito más,” o “Regáleme poquito.” Entonces, eso incluso yo lo utilizo el 

regateo de esta manera. No es algo que se pueda cambiar porque es parte de nuestra cultura como 

mexicanos. Lo que se puede hacer es, con ese tipo de videos que yo hago, que la gente tome 

conciencia que el trabajo es hecho a mano, que, aunque tú quieras tener un mejor precio, este... 

pues no siempre se puede.  

 

Yo, por ejemplo, mira, si una persona de una tienda me dice, “Oye, te voy a comprar tantas 

piezas. ¿Hay un precio mejor?” Pues, yo no valoro. Sabes que, pues sí, ella va a ganar y me va a 

seguir comprando. Entonces sí, vale la pena. Si no vale la pena, entonces pues no. Es una 

cuestión de muchas cosas. Pero sí, digo, las redes sociales y lo personal han ayudado mucho. 

Porque me conocen, tengo un cliente que viene de Inglaterra y me conoció en redes sociales. 

Cada año viene, lleva mercancía, y mis figuras tienen presencia actualmente en la parte de 

Europa, en Francia y en Inglaterra.  

 

Quiero empezar a hablar un poquito de mercado en Italia, pero en la cuestión del oriental, los 

japoneses y los chinos también consumen mucho barro bruñido de Tonalá. Aunque, para serte 

sincero, a los chinos no me gusta venderles, porque ya ves que ellos utilizan la piratería para 

trabajar diseños. Los japoneses no, los japoneses tienen una cultura diferente. Es un buen 

mercado el mercado japonés. De hecho, estoy trabajando en un pedido para unos japoneses. Es 

algo muy, muy padre.  

 

Realmente depende el producto que tú tengas y hasta dónde quieras llegar. Yo, por ejemplo, no 

solo vendo en México, sino fuera de México. Si hablamos del México, mira, mis clientes están 

en Yucatán, en Ciudad de México, en Monterrey, San Miguel de Allende... lugares que tienen 

pues, como... un valor agregado, son pueblos mágicos, pero ya gente con un poco más de dinero. 

Ahí sí se puede vender este producto. también manejo líneas figuras pequeñas, que es un 

pequeño detalle que tiene un buen costo, y que también me ayuda a vender de esta manera cubro 

un sector de medio... a lo mejor, un sector bajo, uno medio, y uno alto hablo. Del alto, por 

ejemplo, de una figura de colección, si comparamos el precio de esto pequeñito, son 150 pesos, 

que yo creo que perfectamente una persona, aunque no tenga mucho recurso, puede venir aquí, y 

mira, todo es un diseño mexicano, es hecho a mano, y una figura como esta, estamos hablando 

de alrededor de 120 mil pesos.  

 

No todas las personas lo pueden pagar, pero hay personas que sí lo pueden pagar, y he conocido 

mercados que sí, lo han pagado. Nunca he vendido figuras de ese tamaño. las figuras más caras 

que he vendido son alrededor de 50 mil pesos, esta es la primera de ese tamaño. Entonces, 

depende de todo de qué le estás ofreciendo a tus clientes, cosas nuevas. Yo, por ejemplo, cada 

que viene un cliente que ya no había venido años atrás le digo, “Mire, tengo estos productos 

nuevos.” Te dicen, “Ah bueno. Quiero de lo que me estabas vendiendo, pero también voy a 

agregar algo más.” Todo eso te funciona de manera para que tu economía vaya bien, porque al 

final de cuentas, no solo es mantener una tradición, sino que también es mantenerte tú. Porque de 
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aquí sale para comer, para viajar, o para tener un poco de vacaciones, o para la salud, porque ya 

ves que aquí en México la salud no es muy buena. Entonces, normalmente si quieres que te 

atiendan bien, para que te revisen, tienes que pagar porque el seguro social aquí... es bueno y es 

malo, pero depende de tu tipo de funcionamiento. Pues, si no tienes una cultura mejor de ahorrar 

algo, pues... es complicado. Pero todo sale gracias a esto, entonces yo, por ejemplo, como de 

aquí sale para mí para todo lo que yo necesito, pues lo hago por mal gusto. Me motiva.  

 

Hay días que la verdad no me siento bien, como hace poco que falleció mi papá hay días que me 

siento triste. Entonces, digo vamos hay que seguir tengo que buscar dónde localizar lo que siento 

en una figura, o en un trabajo nuevo. También soy músico, toco un mariachi, y de alguna 

manera, esto me ayuda a generar sentimientos de manera diferente, a sentirme mejor, y así es 

como voy. La verdad es que es un gusto para mí compartir, pues toda una historia familiar de 

mucho. Porque no soy yo, sino todos los que veníamos, todos los que estaban atrás de mí para 

que yo hoy en día pudiera continuar. 

 

[Dorian] 

Entonces, bueno, otra pregunta que... Tú has estado contestando eso, como, durante la entrevista 

total, pero, en resumen, ¿qué significa el barro bruñido para usted? y también ¿hay alguien que te 

va a seguir en esta tradición después de...  

 

[Antonio] 

Mira, ¿qué significa para mí? Pues, la identidad. Yo utilizo dos palabras. Identidad y orgullo. El 

orgullo porque yo soy de mis raíces de mi familia, y también hay a la vez la identidad ,porque es 

algo que nos ha identificado a Tonalá durante muchos años y no solo aquí, no solo en México, 

sino en el mundo. Yo he tenido la oportunidad de estar en recintos muy importantes ,he conocido 

japoneses, alemanes, y me dicen yo tengo figuras de Tonalá, es tan bonito que aunque no sean 

mías, sino que la historia de mi pueblo sobre el barro bruñido, que es la técnica más antigua, 

somos el único municipio, un municipio es algo pequeño a nivel nacional, que tiene siete 

técnicas.  

 

Unas hispánicas, unas coloniales, pero en otro lugar de México no lo vas a encontrar la técnica 

más antigua es el barro bruñido. De ahí viene el barro bandera, no sé si lo conozcas que es el del 

verde, blanco y rojo. Del barro bandera, el barro canelo, que son los botellones para el agua, que 

es lo que es la cerámica utilitaria. Las cazuelas, los platos, las ollas. Después de esto, de las 

técnicas un poquito más nuevas, es el barro bétus. El barro bétus, hablamos que está como en los 

años 20s, 1920 aproximadamente por ahí, o los 1900s. Es de las técnicas más nuevas. Se le 

agrega la cerámica de alta temperatura que entró a Tonalá más o menos en 1950, 

aproximadamente. Y lo último que salió de aquí fue el papel maché. No sé si has escuchado del 

famoso Sergio Bustamante de Tlaquepaque, sus inicios son en Tonalá. Entonces él aprendió aquí 

a trabajar, después empezó a trabajar en joyería y más cosas pero él inició aquí. Entonces esta 

parte del papel maché también es una de las técnicas más nuevas, y somos el único municipio a 

nivel nacional que todas esas técnicas las conservamos. Ah, y si me olvido también el barro 

petatillo. El petatillo también está muy ligado a las piezas utilitarias. Porque todo el tiempo, se 

trabajaban así con el petatillo, pero no tenían brillo. Aquí empezamos a vidriar, o poner brillo, 

cuando llegaron los españoles nos enseñaron a utilizar la greta.  
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La greta, no es que sea utilizado poco, porque la greta es plomo. Es una realidad que sí es cierto, 

la greta te daña. Solo que con el tipo de quema y de cocción que lleva la cerámica, o el barro de 

Tonalá, termina por el plomo degradarse. El plomo tiene un punto de fusión muy tenue, y la 

cerámica de Tonalá, el barro para fundirse es mucho más arriba que el plomo para tener una 

quema completa. Para quemar una figura de plomo vidriada, ya la figura debe tener una quema 

completa. Y una quema completa vale entre los 650 y 700 grados cada pieza. Cuando se le da la 

siguiente quema con el vidriado, que es la greta, que es el plomo, el plomo tiene un punto de 

fusión de unos 440 grados. Entonces, imagínate, todo lo que ya lleva además la cerámica de 

Tonalá, se sigue quemando hasta que vuelva a quedar bien. Cuando el plomo ya está fundido, se 

sigue quemando hasta el barro está listo, el plomo ya no existe, porque el calor es mayor. Llega 

el punto en el... que pero hay otra cosa, si tú no sabes quemar piezas de barro con plomo, puede 

que a la pieza le que haya quedado plomo. Esas son las piezas que si te hacen daño. Es cuestión 

de saber quemar tus piezas, o hacer un horneado correct. Y bueno ahí me salió un poquito del 

tema.  

 

En el caso de tener quién continúe, pues mira, no pierdo las esperanzas de tener hijos, porque 

actualmente no los tengo. Tengo varios sobrinos y a ellos los estoy enseñando por el momento. 

Incluso mi sobrina, la que es más grande la mayor de todos ella ya utiliza el pincel y dibuja 

también una silueta humana. Y yo desde niña la enseñé a dibujar, ya hay quien continuar. Son 

sobrinos y esperemos en un futuro no muy lejano tener también mis propios hijos, y también 

transmitir la herencia de la familia. 

 

[Dorian] 

Muy bien, muy bien. Entonces, ¿hay algo más de que quieres hablar? 

 

[Antonio] 

No sé, no sé qué se me ocurre, este... ¿no se quiere decir otra pregunta? 

 

[Dorian] 

¡No sé, sí! Ya estoy, como, pero sí, si no hay nada más no pasa nada. Pero sí quisiera preguntarte 

para que si, tuvieras algún deseo de decir algo más ¿podrías? 

 

[Antonio] 

Pues, mira, últimamente he tenido una idea iniciar trabajando cerámica utilitaria con diseños de 

barro bruñido. Esperemos en algún momento poder... o sea, que la idea sea más sólida. Ese tipo 

de piezas se trabajan en serie, es un poco más sencillo, y por una razón, mira. Si yo trabajo en 

serie una línea, mi economía sería más estable, y me quedaría tiempo de trabajar solamente horas 

de colección. Que valga la pena que en algún momento que yo ya no esté quede de dónde venía, 

porque cada figura lleva una historia, cada figura lleva una historia, lleva un toque... entonces 

qué mejor contarlo en una cerámica. Como las piezas en Sanborns, que en La Fajilla tiene una 

historia de amor y que chido, a lo mejor notando así, pero me gustaría tener un diseño Tonalteca 

que empiece a trascender. Que sepan que de aquí se están generando propuestas nuevas. Mira, 

tengo tantas cosas que no puedo hacer, muchas cosas, pero debe paso por paso. Esperemos en 

algún momento, pues, hacer realidad estos, y si no, pues, seguir trabajando lo mejor posible. 

Siempre es un placer para mí compartirlo de verdad, siempre que vienen. Me gusta que de veras 

la gente conozca mi pueblo mis raíces, y se vayan con otra idea de lo que es Tonalá. A veces que 
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la gente piensa que Tonalá es el Tianguis. Y no es así. El Tianguis, pues claro, tiene piezas más 

sencillas, más baratas, pero lo que es lo original, lo que nos ha dado la fama y el renombre, pues 

es esto. Entonces, ese tipo de cosas no las puedes cambiar por nada. Pues, no sé, creo que sería 

todo, a excepción de que ¿quieras agregar algo más? 

 

[Dorian] 

Bueno, para mí, yo creo que eso ha sido muy completo y muy muy ayudable. Entonces, muchas 

gracias por su tiempo y por ayudarme con eso. ¡Y ya! 

 

[Antonio] 

Con gusto. Te voy a poner un diez. 

 

[Dorian]  

¡Jajaja! Acá vamos, bueno, gracias. 

 

[End of Interview 3] 
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Appendix F: Example Numbering Grid 
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Appendix G: pXRF Results by Context and Sherd Component 

 

 This table presents the totality of the qualitative pXRF data gathered. The frequency of occurrence for each element present is 

provided by count and percentage across different ceramic components (paste, slip, and paint) and across different contexts (BISC-35, 

City of St. Augustine Archaeological Collections, and modern sample). 

 

Element Ba Mn Fe Zn Pb Sr Zr  Sample Size 

# paste 2 0 4 1 2 2 4 4 

% paste 50.00% 0.00% 100.00% 25.00% 50.00% 50.00% 100.00% - 

# slip 6 0 7 5 7 1 7 7*, excluding one repeat measurement 

with yellow filter  

% slip 100.00% 0.00% 100.00% 71.43% 100.00% 14.29% 100.00% - 

# paint 0 2 5 0 0 5 5 5 

% paint 0.00% 40.00% 100.00% 0.00% 0.00% 100.00% 100.00% - 

# assemblage 6 2 10 5 6 4 10 10 

% 

assemblage 

60.00% 20.00% 100.00% 50.00% 60.00% 40.00% 100.00% - 

# BISC-35 

sherds 

6 0 6 5 6 0 6 6 

% BISC-35 

sherds 

100.00% 0.00% 100.00% 83.33% 100.00% 0.00% 100.00% - 

# ST.AUG 

sherds 

0 2 3 0 0 3 3 3 

% ST.AUG 

sherds 

0.00% 66.67% 100.00% 0.00% 0.00% 100.00% 100.00% - 

# Modern 

Tile 

0 0 1 0 0 1 1 1 

% Modern 

Tile 

0.00% 0.00% 100.00% 0.00% 0.00% 100.00% 100.00% - 
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Appendix H: Tonalá Bruñida Ware Major Feature Statistics by Count and Weight 

 

This table presents the statistics on overall average measurements of key Tonalá Bruñida 

features based on all collections consulted (collection numbers SEAC 2821 BISC-35, 

1975.8.155.1, 1975.8.156.1, 1975.8.157.1, 1975.8.400.1, 1975.8.400.2, 1975.8.400.3, 

1975.8.400.4, 1975.8.400.5, 1975.8.400.6; 1975.8.441.1; 1975.8.442.1; 1975.8.414.1; and 

1975.8.153.1.).  

 

Site: 8MO133 8MO101 8MO104 BISC-35 Overall 

Assemblage 

TB count 592 8 1 47 648 

TB weight (g) 4865.74 636.67 86.05 30.28 5618.74 

%assemblage by count 87.83% 1.19% 0.15% 10.83% 100.00% 

%assemblage by weight 85.50% 11.19% 1.51% 1.80% 100.00% 

%of total TB by count 91.36% 1.23% 0.15% 7.25% 100.00% 

%of total TB by weight 86.60% 11.33% 1.53% 0.54% 100.00% 

%TB burned 2.03% 0% 0% 36.17% 38.20% 

#no surviving surface 

treatment 

72 0 0 8 80 

%no surviving surface 

treatment 

12.16% 0% 0% 17.02% 12.35% 

#undecorated 418 1 1 35 455 

%undecorated 70.61% 12.50% 100.00% 74.47% 70.22% 

#floral motif 30 4 0 2 36 

%floral motif 5.07% 50.00% 0.00% 4.26% 5.56% 

#geometric motif 54 3 0 2 59 

%geometric motif 9.12% 37.50% 0.00% 4.26% 9.10% 

#unidentifiable motif 18 0 0 0 18 

%unidentifiable motif 3.04% 0.00% 0.00% 0.00% 2.78% 

#post-excavation 

surface treatments 

3 1 0 0 4 

%post-excavation 

surface treatments 

0.51% 12.50% 0.00% 0.00% 0.62% 

#excision 1 0 1 0 2 

%excision 0.17% 0.00% 100.00% 0.00% 0.31% 

#applique 1 0 1 0 2 

%with applique 0.17% 0.00% 100.00% 0.00% 0.31% 

#basin stamp 

occurrences 

50 0 0 0 50 

%with basin stamp 8.45% 0.00% 0.00% 0.00% 7.72% 

Avg. body thickness 

(mm) 

4.24 3.92 5.46 3.2 4.16 
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#viable body thickness 582 4 1 47 634 

Avg. rim thickness 

(mm) 

3.90 3.23 - 2.65 3.87 

#viable rim thickness 357 6 0 5 368 

Avg. rim diameter 

(mm) 

137.56 128.28 - 37 137.06 

#viable rim diameters 307 6 0 1 314 

Avg. foot thickness 

(mm) 

5.24 5.00 8.61 - 5.25 

#viable foot thickness 208 5 1 0 214 

Avg. foot height (mm) 7.72 7.46 4.80 - 7.70 

#viable foot height 197 5 1 0 203 

Avg. foot diameter 

(mm) 

70.75 60.09 39.84 - 70.34 

#viable foot diameter 198 5 1 0 204 

Avg. handle width (mm) 9.42 9.72 9.60 - 9.44 

#viable handle width 74 5 1 0 80 

Avg. handle thickness 

(mm) 

6.14 6.21 10.23 - 6.19 

#viable handle 

thickness 

76 5 1 0 82 

Avg. handle length 

(mm) 

27.50 23.72 - - 27.33 

#viable handle length 63 3 0 0 66 

#unidentifiable vessel 

form 

218 0 0 43 261 

%unidentifiable vessel 

form 

36.82% 0.00% 0.00% 91.49% 40.28% 

#collared bowl 223 5 0 1 229 

%collared bowl 37.67% 62.50% 0.00% 2.13% 35.34% 

#scalloped bowl 30 0 0 3 33 

%scalloped bowl 5.07% 0.00% 0.00% 6.38% 5.09% 

#plato 16 2 0 0 18 

%plato 2.70% 25.00% 0.00% 0.00% 2.78% 

#standard bowl 81 0 0 0 81 

%standard bowl 13.68% 0.00% 0.00% 0.00% 12.50% 

#other 24 1 1 0 26 

%other 4.05% 12.50% 100.00% 0.00% 4.01% 
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Appendix I: Tonalá Bruñida Ware Rim Form Statistics 

 

This table presents the statistics derived from diagnostic measurements taken on rim 

sherds from 8MO133 (collection number 1975.8.155.1).  

 

Rim Form Type A B C D E F G H 

Count 83 44 1 26 17 9 17 14 

%rim assemblage by 

count 

29.02

% 

15.38

% 

0.35% 9.09

% 

5.94

% 

3.15

% 

5.94% 4.90

% 

Weight (g) 654.5

4 

295.2

9 

7.02 181.1

5 

71.38 59.77 106.78 90.98 

%rim assemblage by 

weight 

37.88

% 

17.09

% 

0.41% 10.48

% 

4.13

% 

3.46

% 

6.18% 5.27

% 

Avg. rim thickness 

(mm) 

2.96 3.36 2.71 2.85 2.65 3.12 3.39 3.02 

Avg. body thickness 

(mm) 

4.35 4.13 3.88 4.55 4.27 4.1 4.2 4.09 

%tapered rim 100% 0% 0% 65% 94.12

% 

77.78

% 

64.71

% 

71.43

% 

%round rim 0% 100% 100% 35% 5.88

% 

22.22

% 

35.29

% 

28.57

% 

Avg. rim diameter 

(mm) 

136.8

8 

126.8

9 

250 129.9 104.3

3 

128.3

3 

139.2 139 

#viable rim diameters 76 37 1 21 12 9 10 10 

Avg. collar height 

(mm) 

27.86 27.85 39.54 15.31 12.08 - - 25.11 

Avg. marley length - - - - - - - - 

Avg. width of scallop - - - - - 17.21 21.53 28.04 

Avg. bezel height - - - 12.74 8.47 - - - 

Avg. neck height - - - - - - - - 

Avg. neck thick - - - - - - - - 

         

Rim Form Type I J K L M N O  

Count 8 2 1 48 4 10 2  

%rim assemblage by 

count 

2.80

% 

0.70

% 

0.35% 16.78

% 

1.40

% 

3.50

% 

0.70%  

Weight (g) 38.34 10.46 2.38 132.1 30.25 37.31 8.38  

%rim assemblage by 

weight 

2.22

% 

0.61

% 

0.14% 7.65

% 

1.75

% 

2.16

% 

0.49%  

Avg. rim thickness 

(mm) 

3.66 4.1 2.74 3 5.35 3.06 3.86  

Avg. body thickness 

(mm) 

5.47 5 3.58 3.97 4.76 3.83 5.62  
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%tapered rim 44.44

% 

50.00

% 

0.00% 81.25

% 

25.00

% 

10.00

% 

100.00

% 

 

%round rim 55.56

% 

50.00

% 

100.00

% 

18.75

% 

75.00

% 

90.00

% 

0.00%  

Avg. rim diameter 

(mm) 

99.29 190 270 126.2 118.7

5 

91.7 207.5  

#viable rim diameters 7 2 1 44 4 10 2  

Avg. collar height 

(mm) 

- - - - - - -  

Avg. marley length - n.d.* n.d.* - - - -  

Avg. width of scallop - - - - - - -  

Avg. bezel height - - - - - - -  

Avg. neck height 36.51 - - - 19.13 - -  

Avg. neck thick 4.65 - - - 5.8 - -  



 

 282 

Appendix J: Tonalá Bruñida Ware Base Form Statistics 

 

This table presents the statistics derived from diagnostic measurements on base sherds 

from 8MO133 (collection number 1975.8.157.1, excluding misplaced rim and handle sherds 

found within. The sample also includes one base sherd misplaced with rims falling under 

collection number 1975.8.155.1.).  

 

Base Form Type SR TR FB Indeterminate 

Count 167 17 26 4 

%base assemblage by count 78.04% 7.94% 12.15% 1.87% 

Weight (g) 1372.11 245.9 316.16 13.63 

%base assemblage by weight 70.63% 12.66% 16.27% 0.70% 

Avg. foot diameter (mm) 61.07 50.27 59.17 n.d. 

#viable foot diameters 158 15 24 0 

Avg. foot thickness (mm) 5.46 5.09 4.54 5.09 

Avg. foot height (mm) 6.57 11.91 13.17 n.d. 
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Appendix K: Tonalá Bruñida Ware Handle Form Statistics 

 

This table presents the statistics derived from diagnostic measurements on handle sherds 

from 8MO133 (collection number 1975.8.156.1). 

 

 

Handle Form Type F R Indeterminate 

Count 45 20 7 

%handle assemblage by count 62.50% 27.78% 9.72% 

Weight (g) 385.91 146.15 49.1 

%handle assemblage by weight 66.40% 25.15% 8.45% 

Avg. handle width (mm) 9.61 8.61 9.77 

Avg. handle thickness (mm) 4.82 6.27 5.96 

Avg. handle length (mm) 20.65 24.51 23.19 

Avg. handle interior distance from side wall (mm) 4.30 3.38 n.d. 

Avg. handle exterior distance from side wall (mm) 9.43 9.18 n.d. 

Avg. handle upper distance from rim (mm) 1.74 0.69 n.d. 

%direct attachment 51.11% 100.00% 0.00% 

%folded attachment 42.22% 0.00% 0.00% 

%indeterminate attachment 6.67% 0.00% 100.00% 
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