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The creation of the iconographic program in a 
rural church in the colonial period raises many 
questions about the commissioning of artworks, 

their origins, and their potential patrons. In the case of 
the Altiplano of the Titicaca basin, particularly the town 
of Caquiaviri, this painting program is one of regional 
relevance, which was involved in a trade network with a 
solid political system led by caciques, who arranged an 
iconographic program composed of artworks from both 
local masters and Cusco workshops. In this framework, 
the objective in this essay is to use the provenance of 
the paintings and their production systems to contrib-
ute to the knowledge of the art market and to evaluate 
the benefit of using categories such as art schools in the 
Andean context. 

I understand the collection of paintings in the 
church of Caquiaviri (90 kilometers northwest of the 
city of La Paz, in the Titicaca basin) as a program that 

1  This essay is part of my PhD research: “The iconographic program 
of Caquiaviri: a tool against idolatries in the context of the coexistence 
of colonial Andean area,” conducted in the PhD program of the Facultad 
de Filosofía y Letras at the Universidad de Buenos Aires under the 
direction of Ana María Presta and the co-direction of Marta Penhos. 
Part of what is presented here was made possible by my residency at the 
University of Texas at Austin funded by the Carl & Marilynn Thoma 
Foundation and the Blanton Museum of Art in 2018.

generates, among its different parts, an eloquent com-
position that is explained and expanded upon, canvas 
by canvas. This program is composed of 57 canvases 
of various formats on both sides of the nave (fig. 1). It 
consists of three series: the largest in format is the Last 
Days, which is composed of 5 canvases, Hell, Glory, 
Death, Reign of the Antichrist, and the Final Judgment. 
Another series includes the life of the Virgin Mary in 
7 canvases plus a canvas related to the Mystical City of 
God, and a final series on the life of Saint Anthony the 
Abbot in 4 canvases plus two allegories: one of Saint An-
thony and the other of Saint Thomas Aquinas. Among 
these series and as canvases composed from fragments 
of other canvases, there are 12 saints displayed around 
the windows of the nave. In the Presbytery, two large 
paintings are divided into 13 different themes related to 
allegorical triumphs of the Immaculate Conception and 
the Eucharist, two staircases of saints, a series of allego-
ries related to the purity of Mary, and two other scenes 
that refer to the local context in which the Indians of 
Caquiaviri are represented. Additionally, along the nave, 
there are 5 paintings of the Passion of Christ, six on the 
Assumption and Coronation of Mary that do not form a 
series, a Saint John of God, and one of Mary Magdalene. 

Based on the formal assessment of the paintings, I 
can affirm that the mentioned series belongs to differ-
ent provenances and moments between the end of the 
seventeenth and the beginning of the eighteenth cen-
turies. The same applies to the rest of the canvases and 
the paintings of the Presbytery. As for its iconographic 
elements, which I have studied as a program, I believe 
that in order to achieve this analysis, it is necessary to 
examine different workshops and patrons to obtain 
new understandings about the paintings. In this regard, 
I believe that the collection of paintings of Caquiaviri 
may have been pre-planned through the commissioning 
of artworks, but also un-planned using subjects that the 
market offered, which were incorporated into the pro-
gram. Therefore, it is important to identify the origins of 
these paintings to understand the colonial art market in 
the western region of Lake Titicaca. 

The Caquiaviri Iconographic Program:  
A Study of Colonial Painting between the Cusco and Collao Art Schools
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Figure 1. Nave of the Church of Caquiaviri, La Paz, Bolivia (Photograph provided by Pedro Querejazu)

Caquiaviri
The town of Caquiaviri is located 90 kilometers 

northeast of the city of La Paz.  During the colonial 
era, it was the main town of the Corregimiento and 
province of Pacajes (Audiencia de Charcas) through 
which the trade routes, or trajín, between the valley of 
Moquegua (near Arequipa) and the cities of La Paz and 
Potosí crossed. This commercial activity increased with 
the growth of the mining town and its high demand. 
Spanish and Indigenous authorities in the Pacajes region 
made substantial fortunes for participating in these mar-
kets. Corregidores, priests, and caciques made significant 
profits from this commercial transportation system. 
Caquiaviri and its surroundings have been a place of 
continuous human settlement since the first century 
AD, making it the center of ethnic leadership and sym-
bolic legitimacy in the Pacajes region since the Aymara 
lordships rose to power in the twelfth century and after.

The Commission of Artworks and the Reality of 
Documentation

In Cusco, hundreds of contracts of different 
commissions have been preserved, both for painting 
and other multiple trades, but in the archives of the 
Charqueña region, the reality is different, and the case 
of Caquiaviri is no exception. I have not found con-
tracts nor painting collections for this case, but I have 

researched civil and ecclesiastical documentation that 
could shed light on this process. 

In the historical archive of the Fundación Flavio 
Machicado Viscarra (La Paz), there is a document that 
provides valuable information about the construction 
process of the church.2 According to this document, in 
1642, the construction of the church of Caquiaviri was 
granted to the master Francisco Guamán Sulca Inga, a 
resident of Caquiaviri, for six thousand pesos. Master 
Guamán states in this document that he would provide 
the timber needed and that he would require the help of 
two officers: Joan Flores and Joan Quispe, to whom 900 
pesos had to be paid each year.

The construction work began with the first 
thousand pesos given by the Corregidor of the Province, 
Don Gerónimo Vásquez de Herrera, to make four kilns 
for producing the necessary bricks for the wooden struts 
and paying the assisting officers. A year later, at the be-
ginning of 1643, the master declared that he had already 
made the kilns and manufactured more than 40,000 
bricks and three thousand bushels of slaked lime. De-
spite the progress of the construction, they did not make 

2  Archivo de la Fundación Flavio Machicado Viscarra (AH-FFMV), La 
Paz, Bolivia, Fondo Jesús Viscarra Fabre ( JVF), AH-FFMV JVF-P-4-01, f. 
934-949.
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their payments to him, and he had everything pawned. 
After confirming the veracity of the declaration, the 
corregidor proceeded to pay the five thousand pesos that 
were owed, “in accordance with His Majesty’s decrees 
and the governor’s provisions, in which the churches of 
this province are ordered to be built.” 

The total cost of the construction, as stated in 
this document, was divided into two parts: five thou-
sand pesos that would be paid at the expense of the 
king and the encomenderos, and the remaining thousand 
had to come out of “what they owed from the third of 
Christmas and Saint John” in the Anansaya district of 
the town of Caquiaviri.3 Apparently, the five thousand 
pesos given to the master belonged to Vázques de Her-
rera because when he left the Provincia, the priest, Pedro 
Vallejo de Velasco, agreed to refund the money and 
pay him out of his savings due to the extreme necessity 
he had for the church to be completed, emphasizing 
that too many people gathered because two doctrines 
merged, and in rainy weather, half of the parishioners 
were unable to attend mass. Finally, upon the arrival of 
the new Corregidor Don Domingo Ruiz de Luzuriaga, 
the five thousand pesos were refunded to the priest, 
covering the outstanding debt. 

In the case of the temple’s ceiling, this evidence 
allows us to see how both civil authorities and the caci-
ques committed themselves to pay for the construction. 
The role of the priest here is more that of a mediator 
with the willingness to contribute part of the costs to 
guarantee the construction of the church. Regarding 
the paintings, as we indicated, no documentation gives 
us references about the commissioner of the artworks. 
Therefore, based on the procedures of similar cases, I 
suspect that the priest would have made the contracts 
for the paintings with the support of the caciques and 
probably the Corregidor, who was settled in Caquiaviri. 

Thanks to the meticulous investigation of Ariel 
Morrone, I know that Diego Vásquez de Castilla over-
saw the Caquiaviri doctrine for 25 years (1674-1699) 
and that he had a close relationship with the caciques.4 
Therefore, his mediation among the church’s patrons 
may have been vital for the business success and his own 
merits. Years later, in 1725, a bishop’s visit to the priest 
Agustín Barroeta Guillestegui was recorded in the town. 
As reported in this visit, this priest would have spent 
more than five thousand pesos on the ornamentation 
of the church, and this figure allows us to think that he 

3  Andean communities were traditionally divided into Anansaya and 
Hurinsaya, which were also divided into two places, generating the 
typical quadripartition of Andean space in the organization of a territory 
or area.
4  Ariel Jorge Morrone, “Conforme es el cacique así esta cada pueblo. 
Trayectorias de liderazgo étnico y legitimidad en los Andes Meridio-
nales: Pacajes y Omasuyos (siglos XVI-XVII)” (PhD thesis, Universi-
dad de Buenos Aires, 2011).

could have paid for many other artworks, such as the 
largest series of paintings. 

To provide a reference for the cost of the paint-
ings, I consulted different painting contracts made in the 
city of Cusco that Jorge Cornejo Bouroncle compiled.5 
In this documentation, I found that in 1657 a contract 
was made to create a series of paintings on the life of San 
Francisco for the city of La Plata; this contract stipu-
lated that each canvas would cost 30 pesos. A century 
later, in 1755, Marcos Zapata, an experienced painter, 
charged 16 pesos per canvas for the different arches 
of the cathedral of Cusco. This shows that within 100 
years, the price of a canvas created by a master painter 
had fallen by almost half, due to the productive Cusco 
school of painting. 

Therefore, if Barroeta Guillestegui had spent 
around five thousand pesos, an amount that may have 
been overpriced, it would have been enough to adorn 
the entire church and altarpieces with paintings, jewelry, 
and silk. For this reason, I might think of Guillestegui 
as a patron of the church of Caquiaviri, who invested in 
the church’s adornment as a promotion strategy in the 
ecclesiastical hierarchy after authorities suggested at the 
end of the seventeenth century, that it was admirable for 
a priest to take care of his church and its ornament.

The Collao Art School
In the 1680s, there was a notable increase in 

painting commissions in the altiplano region, a process 
that was named by José de Mesa and Teresa Gisbert as 
the Collao art school in order to differentiate it from 
the production of the cities of Cusco and Potosí. I 
believe that the use of this term in the Collao or Titicaca 
region is misleading, because it only seems to designate 
a production region, and there is no evidence to date 
that artists had been trained there. I understand that 
the designation of school may have sought to equate the 
productions of the different regions, with the desire to 
value the production of the Collao area. However, in a 
veiled way, it also applies the desire for local painters to 
have a certain level of production. 

Now, this art school is characterized by the 
production of paintings for the churches of the region 
by masters who coincided in the area. The best-known 
names of this art school were Leonardo Flores, José 
López de los Ríos and the commonly named Master 
of Calamarca. The preeminence of Flores in this art 
school is due to the relationship he established with 
the Bishop of La Paz, Queipo de Llano, since 1683. As 
stated by Mesa and Gisbert, Queipo de Llano was the 
great patron of the ornamentation of the churches of 
the Altiplano and it is in Caquiaviri where he met the 

5  Jorge Cornejo Bouroncle, Derroteros del arte cuzqueño: datos para 
una historia del arte en el Perú (Cusco: Ediciones Inca, 1960).



4

Figure 2. Unidentified artist (Bolivia), Presbitery painting, mid-seventeenth–early-eighteenth century, oil on canvas, aprox. 177.165 x 118.11 in. 
(aprox. 450 x 300 cm). Church of Caquiaviri, La Paz, Bolivia (Photograph provided by Pedro Querejazu)

priest Diego Vásquez de Castilla.6 The need to structure 
Andean production in schools, workshops, and among 
masters does not allow us to see the great production of 
officials and artisans, who I suspect had other training 
and made up the great ranks of artists, whose names I do 
not know. For this reason, cataloguing efforts have called 
these artists “anonymous.”

  Flores worked both in the city of La Paz, 
especially in the church of San Francisco, and in towns 
in the Lake Titicaca region such as Yunguyo, Puerto 
Acosta (formerly Guaycho), Italaque, and Achocalla. In 
most of these towns, as well as in the city of La Paz, he 
painted triumphal chariots, based on prints that Rubens 
painted around 1625 for the Convento de las Descalzas 
in the city of Seville. In the canvases of the presbytery 
of the church of Caquiaviri, there is the Triumph of the 
Eucharist on the Gospel side and the Triumph of the 
Immaculate Conception on the Epistle side. According 
to Mesa and Gisbert, the triumphs were produced in 
large canvases, and “Flores seems to be the initiator of 
the Triumphal Chariots. Two of his artworks are found 
in the church of Achocalla, a town near the city of La 

6  José de Mesa and Teresa Gisbert, Holguín y la pintura virreinal en 
Bolivia (La Paz: Librería Editorial Juventud, 1977), 79.

Paz.”7 It has been determined that the paintings of the 
presbytery of Caquiaviri and those of the series of the 
life of the Virgin probably belonged to the so-called 
Collao art school, considering that these artworks were 
part of this production period but lacked some charac-
teristics of the Cusco art school (fig. 2).

The Cusco Art School 
In the same decade of 1680 in Cusco, the so-

called Cusco art school was born due to a disagreement 
between Spanish and Indigenous painters regarding 
a triumphal arch for the feast of Corpus Christi in 
1688. The Indigenous workshops obtained permission 
to produce paintings without the acquiescence of the 
Spaniards, and the production of paintings of Indige-
nous origin increased to satisfy the demand of a massive 
regional market. “(...) Through their involvement in 
the judicial system, Andean artists secured their new 
position as patrons in administering their guilds and 
intermediaries in contract negotiations.”8 The founda-

7  José de Mesa and Teresa Gisbert, Holguín y la pintura virreinal en 
Bolivia, 86.
8  Ananda Cohen Suarez, “Arzobispado del Cusco,” in Pintura co-
lonial cusqueña. El esplendor del arte en los Andes (Cusco: Haynanka 
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Figure 3. Unidentified artist, (Cusco). Composition of Saint Barbara 
and Saint Lucia, mid-seventeenth–early-eighteenth century, oil on two 
pieces of canvas, aprox. 59 x 70.86 in. (aprox. 150 x 180 cm). Church of 
Caquiaviri, La Paz, Bolivia (Photograph provided by Pedro Querejazu)

tion of the Cusco art school is relevant because, as Cohen 
Suarez states, it consolidates a style, a taste of art, and a 
type of production. This form of production, which will 
become massive, is probably one of the most outstand-
ing characteristics of the Cusco art school. I believe that 
in this case, the use of the term school fits more adequate-
ly with the term designated within the historiography of 
art, and to that extent, it differs from what it designates 
in the area of Lake Titicaca. 

The existence of paintings by Cusco masters such 
as Gamarra, Espinosa de los Monteros, and Quispe 
Tito in the Audiencia de Charcas was known from the 
beginning of the seventeenth century. This logic of the 
great masters began to fade in the eighteenth century, 
when many artworks appeared on a massive scale, mak-
ing it difficult to identify specific masters and therefore 
putting in tension the idea of a traditional school for its 
particular form of production. Mesa and Gisbert, in 
an early article in the magazine Anales in 1956, quote a 
contract between the master Mauricio García y Del-
gado and Gabriel Rincón (possible merchant) for 435 
canvases to be made in 7 months. In a previous contract, 
the same master hired Miguel Blanco to produce 212 
canvases in 3 months.9 For the authors, this phenome-
non meant a decline in the trade. However, I rather see a 
successful growth in consumption and appropriation of 
this media (and language) since this form of production 

Ediciones, 2015), 11.
9  José de Mesa and Teresa Gisbert, “Nuevas obras y nuevos maestros 
en la pintura del Alto Perú,” Anales del Instituto de Arte Americano e 
Investigaciones Estéticas 17, no. 9 (1956): 9-46.

led to a considerable drop in the price of the artworks, 
making it possible to have a profit margin for the mer-
chant, thus allowing a larger portion of the population 
to have access to paintings of their devotions. Undoubt-
edly, these types of artworks were the ones that nour-
ished the domestic and religious spaces in rural areas. 

Maya Stanfield-Mazzi had proven that there 
was a collection of paintings among the economically 
wealthy Indigenous population, even among those who 
were not part of the cacique elites, where one usually 
find canvases and parcels of different popular invoca-
tions.10 In Caquiaviri itself, Don Francisco Sirpa, the 
main patron during the period when the paintings were 
made, had more than twenty canvases in his house that 
probably came from these workshops. Likewise, Evonne 
Levy has drawn attention to those canvases produced 
in Cusco, which contained several scenes painted in the 
same piece and were cut to fit the needs of each church 
or buyer. However, on repeated occasions, the canvases 
that were divided into several scenes have been placed in 
churches.11

In Caquiaviri one sees this production in what 
we call the composite canvases of the nave, as several 
canvases are sewn together to fit in the spaces of the 
wall. These canvases could have been made in workshops 
in Cusco, as described above, although I cannot affirm 
that this practice was not used in other workshops. 
However, in one of the composite canvases of Caquiavi-
ri, where Santa Barbara and Santa Lucia share space, the 
two saints have been produced on different canvases 
and with different quality. The one of Santa Lucía is 
flattened and with few details, while the one of Santa 
Barbara has a great movement and complex composi-
tion. In this canvas, one finds a monogram in a fragment 
of wood, similar to those used by artists such as Pedro 
Nolasco, active around 1754.12 Then, it is possible that 
the monogram replaced the signature of the seventeenth 
century masters, becoming a common ground between 
anonymity and notoriety (fig. 3). 

Now, the Cusco series could not supply specific 
programs since they were not customized themes. De-
spite that, while observing how these composite canvas-
es are assembled, one notices that the saints’ canvases 
are sewn differently, and when necessary, another canvas 
fragment is added to unify the scenes. This tells us of a 
master or official working on the temple at Caquiaviri, 

10  Maya Stanfield-Mazzi, “The Possessor’s Agency. Private Art 
Collection in the Colonial Andes,” Colonial Latin American Review 3, 
no. 18 (2009): 339–64.
11  Christine Göttler and Mia Mochizuki, eds. “‘Mass’’ Produced 
Devotional Paintings in the Colonial Andes: Mobility, Flexibility, Visual 
Habitus,” in The Nomadic Object: The Challenge of World for Early 
Modern Religious Art (Leiden-Boston: Brill, 2018), 271-290.
12  Mesa and Gisbert, “Nuevas obras y nuevos maestros en la pintura 
del alto Perú,” 17-18.
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Figure 4. Unidentified artist (Cusco), Allegory of Saint Thomas Aqui-
nas, mid-seventeenth–early-eighteenth century, oil on canvas, aprox. 59 
x 70.86 in. (aprox. 150 x 180 cm). Church of Caquiaviri, La Paz, Bolivia 
(Photograph provided by Pedro Querejazu)

making sure that these compositions fit perfectly into 
the structure of the church. For this reason, I consider 
that the small series of Saint Anthony Abbot, along with 
the allegories of Saint Thomas, were commissioned in 
the traditional way, taking as an example the original 
works from Cusco. The four scenes from the life of the 
saint are undoubtedly copies of the series created for 
the chapel of the College of this invocation. Likewise, 
the allegories are also of Cusco origin, and they seem to 
show the context of the conflict between the university 
students of Saint Anthony Abbot and those of Saint 
Bernard of Clairvaux in Cusco (fig. 4). 

From the painting contracts recorded between 
the sixteenth and eighteenth centuries selected by Jorge 
Cornejo Bouroncle, one can see the use of a) reference 
drawings, b) prints to copy, and c) the imitation of 
paintings from another temple.13 In the cases of a and 
b, the prints are attached to the contract and signed by 
both parties to demonstrate its approval. In the case of 
imitation, reference is made to the paintings in the city 
of Cusco, indicating their location so that the master 
could reorganize them. Therefore, in the contracts, one 
can see that copying artworks in other temples were 
daily practices. 

Accordingly, we believe that the Caquiaviri cop-
ies were commissioned in Cusco, and they were made 
by taking the art school’s canvases as a reference. Now, as 
I have suggested, patrons including caciques and priests 
commissioned church paintings, just as it was done in 
the Caquiaviri temple ceiling, to finance the first can-
vases and design the second ones. A similar example was 
recorded in Cusco in 1663 when:

Francisco Sanchez, Indian 
builder of Yucay with the caciques 
and ordinary of Acomayo, prov-
ince of Valverde, and in his name fr. 
Agustín de Valverde of the preach-
ers’ priest of the town of Acomayo 
and Acos, to raise from the founda-
tions the church of Acomayo, hiring 
builders and officials on his name 
and based on the design and satis-
faction of the master priest and ca-
ciques, for the amount of one thou-
sand current pesos of eight reales.14 

Alternatively, it could have been done by a reli-
gious administrator, as in the case of Ollantaitambo in 
1673: 

13  Bouroncle, Derroteros del arte cuzqueño: datos para una historia 
del arte en el Perú.
14  Emphasis added by the author. Bouroncle, Derroteros del arte 
cuzqueño: datos para una historia del arte en el Perú, 776.

Juan de Aramburú y Guerre-
ro, master assembler with Antonio 
Centeno, religious administrator 
of the church of Ollantaitambo to 
make an altarpiece for the high altar 
of the church, in the way that it de-
signed by Martín López de Paredes… 
which will fill the entire height and 
width of the chapel, six months, 800 
pesos at 8.15

The frequent use of Cusco artisans in the sur-
rounding region is clear. I have evidence that in 1707 in 
the province of Pacajes, in the nearby town of Jesús de 
Machaca, the cacique José Fernandez Guarachi proved 
the artwork of the sculptor and painter Mateo Challco 
Yupanqui, a Native of Cusco, “who also made some can-
vases that are placed in it ….”16 In the case of the town of 
Jesús de Machaca, in 1703, it was an artist from La Paz 
or a Collao Native, who made the triumphs, and a few 
years later, they hired an artist from Cusco to continue 
with the decoration of the temple. The same circum-
stance can be seen in Caquiaviri regarding the triumphs 
and later with the Saint Anthony Abbot series. 

According to other information sources, such as 
the cataloging of the Archivo Digital de Arte Peruano, 
the twin allegory in Caquiaviri of Saint Anthony Abbot 

15  Emphasis added by the author. Bouroncle, Derroteros del arte 
cuzqueño: datos para una historia del arte en el Perú, 776.
16  Mesa and Gisbert, Historia de la pintura cuzqueña, 186. 
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Figure 5. Unidentified artist (Cusco), Glory, mid-seventeenth–early-eighteenth century, oil on canvas. Church of Caquiaviri, La Paz, Bolivia (Photo-
graph provided by Pedro Querejazu)

is dated between 1790 and 1795, but the series of the 
life of the saint of Cusco is dated between 1700 and 
1720 by Mesa and Gisbert.17 It has been proven that the 
program about the saint centers on the conflict between 
the Saint Anthony Abbot College and the University of 
Saint Bernard of Clairvaux, as both institutions vied for 
supremacy in education besides their rivalry in knowl-
edge.18 

The iconography of these allegories resulted 
in the creation of a canvas now kept in the Museo del 
Arzobispado de Cusco, according to Francisco Stastny 
in the iconography of the Antonian Garden.19 This in-
terpretation links the Caquiaviri series (the life of Saint 
Anthony and the allegories) with the iconography of 
the university’s conflict and its internal context. Ramón 
Mujica Pinilla describes this artwork not as a product of 
the dispute between the universities but as the emer-
gence of a collective project in which Juan de Espinosa 
Medrano, the Lunarejo, is the protagonist. In fact, it is 
from his sermons that the iconography of the allegories 
mentioned above arises.20 

17  Mesa and Gisbert, Historia de la pintura cuzqueña, 186. Archivo 
Digital de Arte Peruano, http://www.archi.pe/. Accessed in November, 
2018.
18  Carlos Stoetzer, Las raíces escolásticas de la emancipación de la 
América española (Madrid: Centro de Estudios Políticos y Constitucio-
nales, 1982).
19  Francisco Stastny, “The University as Cloister, Garden and Tree 
of Knowledge. An Iconographic Invention in the University of Cuzco”, 
Journal of the Warburg and Courtauld Institutes 46 (1983): 94-132, 125.
20  Ramón Mujica Pinilla, La imagen transgredida: estudios de 
iconografía peruana y sus políticas de representación simbólica (Lima: 
Fondo del Congreso del Perú, 2016), 357.

Regarding the paintings of the Last Days, which 
were the last ones to be made, there is no data about 
their production, but in the Glory (fig. 5), one reads the 
following inscription:

S.A.A. saint patron sworn in 
this town of Caquiaviri, and the feast 
day for Spaniards and Indians: so 
that every year his feast may be cele-
brated, with vespers, mass, and prose, 
they offered a public promise to the 
(illegible) Spaniards, as well as those 
who wear his costume to give four 
reales each on Christmas Day, and 
on behalf of the Indians, by common 
consent, they offered and agreed that 
the standard bearer of Holy Thurs-
day and that of Good Friday would 
give each one ten pesos in advance 
on Christmas Day, for the help of the 
feast, which is applied for the health 
of the soul and body of the whole 
parish, which oath was made with 
the approval and Episcopal authority 
of the Ilm. S. Dn. Agustín Rodrí-
guez y Delgado Bishop of this di-
ocese. On December 7, Eve of the 
Immaculate Conception. Year of 
1739. Approved. November 28 of 
that year.
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Although this reference does not indicate a spe-
cific author or workshop, it does allow us to know that 
Bishop Rodríguez Delgado was present at the time these 
canvases were hung or commissioned, perhaps at his 
own expense, and that he was involved in the pledge of 
the Festival of Saint Anthony Abbot and other details of 
the festivities in Caquiaviri. This confirms that the bish-
ops paid close attention to doctrinas such as Caquiaviri. 
Therefore, these could be coveted positions for priests 
and their trades.

In closing, the originality of the Caquiaviri case 
lies in the fact that even though the management of the 
paintings seems to have taken several decades, it did not 
fail to rely on different resources and strategies. This is 
due more to the desire to follow a program than to the 
real ability to afford commissioning the works or finding 
available master artists. What is particularly relevant 
about this program, which is centered on salvation being 
possible for all if confession and burial are adopted as 
essential practices, is the important emphasis on the dig-
nity of the Indigenous peoples. For the above reasons, 
I conclude that the Caquiaviri program was created by 
different workshops and merchants, and there was a 
coexistence of commonly named Cusco and Collao art 
schools in the Lake Titicaca region. They implemented 
both the mass production of artworks that came out 
of the Cusco workshops, as well as special commis-
sions from masters in that city and local artworks. This 
coexistence in time and space is relevant because it 
questions the term art school to explain the phenomenon 
of pictorial production in the region between the sev-
enteenth and eighteenth centuries. For Cusco, the term 
applies to a form of production added to a specific taste 
and aesthetics. For the Collao region, it is only the area 
that would gather teachers in this instance. At the risk of 
implying that the Collao art school was something more 
than a coincidence of local masters working with great 
production from Cusco, I believe it is more appropriate 
to begin to distinguish, in those cases where it is possi-
ble, the origin of the artworks and to emphasize that the 
concept of these schools of Andean painting are more 
complex than has previously been acknowledged. 

The existence of patrons sustained the produc-
tion of art in the Paceña area; however, as soon as the 
Cusco production stocked the markets with artworks of 
lower price and quality, ranging from decent to ordinary, 
these local masters disappeared. Parallel to the supply 
of paintings from Cusco, the Potosí masters, who were 
perhaps less affected by this mass production, became 
the protagonists of the emergence of their own school 
or production system that is also worth analyzing in the 
future. The studies by Mesa and Gisbert undoubtedly 
communicated a desire for explanation and evaluation. 
With the progress of these investigations, it is important 

to problematize and question the nature of these art 
schools in order to unravel the particularities of each case.
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