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ACKNOWLEDGEMENTS

With this 1994 anniversary exhibition, El Museo del Barrio
celebrates twenty-five years of achicvement and strupgle. As its
new director, [ am more aware than ever of the effort, encregy, and
organization that perpetuating an institution requires. Thus, |
dedicate this twenty-fifth anniversary exhibition to those whose
hard work and dedication bave sustained Bl Museo's life since
1969 the visionary founders—Puerto Rican artists, educators,
commuinity activists and parents from El Barrio; previons Diree
brs andd their staffs; funding, past, and present members of the
Board of Trustees: Latin American artists, who provide our reason
for existing; and our public—from El Barrio, from New York City's
five boroughs, and from across this country—whose support has
becn our lifehlood.

AdEiREsaimaRdaRnEEn

I 1277, El Musco del Barrio was named a member of the
Cultural Institutions Group, thus acknowledging its importance (o
the cultural life of this city. We are thankful for this valuable recog-
nition and support from New York City, which has been crucial 1o
our viability and well-being, Over the vears, El Museo has also
been fortunate to receive important support from The New York
stare Council on the Arts and The National Encdowment for the
Arts, as well as from many generous foundations, corporations and
individuils who believed in our mission and elped us realize i
W would also like to give special mention o The Ford Foundation
[or their sustained and generous project sSupport in recent vears.

The three-part twenty-fifth anniversary exhibition would not
have been possible without the generous suppert of the following
povernment agencics, corporations and foundations: The Marional
Endowment for the Arts, The New York State Council on the Arts,
The Andy Warhol Foundation for the Visual Ares, Inc., The
Rowkefeller Foundation, Metropolitan Life Foundation, AT&ET
Foundation, New York Council for the Humsimnities, Anheuser
Busch Companies, Inc. and Banco Popualar. Although many of those
listed above are longtime Friends of Bl Museo, they deserve particular

thanks for their support of this special event in our history, With
decp appreciation, El Museo del Barrio wishes wo thank The Rock-
eleller Foundation and The Andy Warhol Foundarion for The Visoal
Arts, Inc,, whose contributions made the creation of this catalogue
possible.

The 25th anmiversary exhibition has been o major undertaking,
My hearttelt thanks go to El Museo’s stafl. an extraordinarily joviul
group who hayve shown their dedication through good and difficalt
times, Whether backstage |Financial, Development, Operations
and Theater Departments| or in full view | Public Relations,
Curatorial, Education | each of them has been preparing for over a
year for this exhibition. Particular thanks go o our skilled Regis-
tear, Marceln Clavijo, and the curatocial staff, weho have felr the full
burden of the exhibition as | took on the Museo’s directorship
Mellie Escalante’s tulent, tact and attention to detail ave made the
extraordinarily complex logistics of the exhibition scem casy, Mir-
tm Basilio provided valuable assistance in the early stages of the
exhibition. Karen Baji took over the complicated coordination of
the catalogue, on short notice, with usual grace and ability. My spe-
cial thanks also go w Federico Ruiz, Director of Operations, and
Gillian Wainwright, Assistant Operations Muanager, on whom fell
the immense task of overseeing the construction project in addi.
tion to their dudly operations duties. Thanks to their discerning
persevennmnce and diplomacy, we have beautiful new galleries for
o anniversaey exhilsition.

The three parts of the 25th anniversary exhibition were con-
celved as steps towards rechiiming F1 Musen's own history, strands
in rewenaving the complex narrative of its institutional history. As
we recover our history and repossess our past, we at El Museo del
Barrio prepare to meet the challenges all museums must face in
the twenty-first century,

Sz Torroella Leval
[Yirector




RECONOGIMIENTOS

Con esta exhibicion de aniversario de 1994, El Muses del Barrio
celebra vemticineg wios de logros ¥ de lucha Como su nuevi
directora, estoy mis consciente que nunca del esfuerzo, l energia
v la orginizacion (ue S€ requiche para perpeluar s organizacion.
Por o tanto, dedico esta exhibicion del vigésimg giinio aniver-
sario a esos coya intensg abor y dedicacion ha mantenido vivo a El
Museo desde e 19969: I vision de sus Rindadores—artistas puer-
rorrigquenos, educadores, activistas de la comunidad, v padres de
Familia dle Bl Barvio; los anteriores [Hrecores con su persodal; los
miembros fundadores, en el pasado v en ¢l presenie de la Junma de
Sindicos; los artisias latinoamericanos, guienes son la razon de
Hiestra existencia; v nuestro publico—:de El Barvio, de los cineo
condados de la ciudad de Nueva York, asi como del pais entero—
civo apovo i sido nuestro aliento vital

SR FARFRAFETIRARER

En el 1977 El Museo del Barrio fue clegido miembro del Cul-
turitl Institutions Group, reconociendo asi su importancia en la
vida cultural de esta ciudad, Agradecemos esie valioso reconod-
mienta y apoyo de la civdad de Nueva York, el cual ha sido crucial
para micstra viahilidad y bicnestar A través de los anos, Bl Museo
ha sido también afortunado al recibic apoyvo importante del New
York Stare Council on the Ares, v del Mational Endosement for the
Arts, us1 como también de muchas fondaciones generosas, corpora-
ciones ¢ individuos que creyeron en nuestra mision v nos
ayudaron a llevarda a cabo. Queremos tambien hacerle una men-
citn especial a fa Ford Foundation por su sostenido v peneroso
apoyo il provecto en los anos recicntes,

La exhibicion en tres etapas del vigesimo guinto aniversario no
hubiera sido posible sin el apoyo gencroso de 1as siguientcs agen:
cias del gobierno, corporaciones v fundaciones: The National
Endowment for the Aris, The Mew York Soate Council on the Aris,
The Andy Warhol Foundation for the Visual Arts, Inc, The Rock:
cleller Foundation, Metropolitan Life Foundation, ATET Foonda-
tion, Mew York Council for the Humanities, Anheuser-Bush Com-
panies, Inc, y €l Banco Popular. A pesar de que muchos de los
arribz Seaalados son vicjos amigos de El Museo, merecen fas gri-
cias en particular por su apoyo en este evento especial de nuestra
historis, Con profundo agradecimiento, Bl Moseo del Barrio desed

darles las gracias a The Rockefeller Foundation v a The Andy War.
hol Foundation for the Visual Arts, Inc,, cuvas contribuciones
hicicron posible la crencion de cste catilogo.

La exhibicion del vigésimao gquinto aniversario ha sido una tarea
de gran envergadur Mis mis sinceras gracins son para ¢l personal
de El Museo, un grupo extracgrdinariamente alegre, gque ha
mostrado su dedicacion tanto en los buenos monmenios como en
Inos dificiles, Ya fuera tras bastidores, | Desarrollo Financiero, Opera:
ciones v Departamento de Teatro| o en primer plano | Relaciones
Publicas, Curadoria, Educacion | cada uno de ellos se ha estado pre-
parando durante mas de un afo para esia exhibicion. Le damaos las
gracias en particular i nuestra diestra Registradora Marcela Clay-
ifo, yoal equipo de asistentes curatoriales, guienes han asumido ¢l
peso de la exhibicion al vo tomar la diceccion de El Museo. Bl gal-
ento de Mellie Escalante, su tacte v atcocion a los detalles, han
hecho gue ln extraordinariamente compleja logistica de esta
exhibicion parceca Bcil, Mirtam Basilio proporciond una valiosa
asistencia en las etapas inicizles de la exhihicion, Karen Baji
asumio la complicada labor de coordinacion del catilogo a altin
hora, con su acostumbrada gracia v capacidacd.

Le doy las gracias especilmente a Federico Buiz, ¢l Director de
Operaciones, v a Gilllan Wainwright, Asistente del Gerente de
Operaciones, sobre quien cayd la inmensa tarea de supervisar el
projectn de construccion ademds de sus deberes operacionales
cotidianos. Gracias a su perspiciar diplomacia y perseverancia, ten-
cimes uinas hermosas galerias nuevas para nuestra exhibicion de
Aniversrio.

Las tres partes de Ia exhibicidn del 25 aniversario fueron con-
cebidas como pasos en pos del rescate de la historia misma de El
Museo, hilos entretejidos en la compleja nacrativa de su historia
institucional. Mientras recuperans nuesiea histora y recobriamos
nuestro pasado, nosotros en Bl Museo del Barrio nos preparamaos
para encarar, al igual que todos los museos, el re gue representa
el siglo veintiuno.

Susana Torrella Lewal
Directora




RECLAIMING HISTORY

History, despite its wrenching pain
Cannat e unlived, but (f Boed
With cournge, need nod be lived ageain, !

These lines from Maya Angelou’s "On the Pulse of Morning”
capture the kernel of hope the poet offers as she nareates the
conflicted history of the extraordinary experiment thar continues
o shape this conntry, The lines also reflect the generating force
hehind the works in this exhibition, which marks El Musco del
Barrios rwenty-fifth anniversary. The exhibition invites conbem-
porary artists of Latin American descent (o select a work from El
Museo's permanent collection and o create a didlogue between it
and @ work of their own around the theme of reclaiming history.

The idea for this exhibition originated fve years ago-
| was struck by the power and breadth of work created by Latin
American artists through their impulse o remember, and thus
reclaim, their past. This impulse assumes the freedom and imaging-
tion to understand history as a living, changing reality and art as a
medium for transmitting it For these artists, historical memory
restores an identity threatened by the past and present erasures
and distortions of hstory. It delincates a presence reclaimed from
the margins of “official” history and articulates a form of cultural
resistance. These artists’ reconsideration, and cven revision, of
their Latin American past enables us to recontextualize and maodify
our perception of it

The post-modernist disposition to question and revise Tas Iid
profoand effects on art production during the past two decides, It
has liberated contemporary artists to confront complex, previously
avoided, historical issues of gender and race relations, violence and
sexuality, Inevitably, the post-modern bent led to conflicting
historical perspectives and revisionist views. Cultural historian
Arcadio Dixe Quinones, writing about Puerto Rico during the carly
seventies, describes the sweep of an international phenomenon
relevant to this day:

Life was inclement: the decoloniztion process during the
sixties, the civil rights movement in the Us., the Cuban
revolurion, the conllices generared by the war in
Viernam.sowoke o new and passionate appetite for o more
comples past, dnd credred new rules andl other sites of intel-
lectual and political validation. At the beginning of the soven-
bies, history wes agiin g contesied territory: in sl oooreane
ither geographies and instigate o struggle for new meanings....
The reconstruction af traditions became again,. o polemical
pog of confrontations and oew intransigences. The past—
aned the future—demunded mpew explortiogs,

This exhibitiom documents some of those “new explorations” by
contemporiary artises of Latin American descent. In the bicultursl
context precipitated by their chosen or enforced migration o the
Uit States, these artists rediscover thetr native culmice against

the grain of the dissimitar culture that engulfs them. The Latin
American reverence for the past grounds them firmly. The histori-
cal past is a rich reservoir from which to drow freely and critically,
often in humorous or subversive wavs, i5 they struggle 1o retain a
sense of identity within a fragile, newly-fabricated world. Bearing
internal geographics, they must negotiate between an ancicot
sense of self amnd the new freedom to relnvent themselves that this
COUNITY Promiscs.

From its inception in 69, El Museo del Barrio has fanctioned as
the memory reservoir of a Latin American community that hais
refused to forget its past. s founders—Puerto Rican artists,
educators, community activists and parents from East Harlem's
Spanish-speaking El Barric—uwished to establish an institution that
would reflect and preserve their culture. Thus, El Musea's
profound links to the Latin American passion to remember fused
naturally with contemporary artists' impulse to reclaim their
history. This fusion provided the perfect ground in which the origi-
mal idea for the exhibition could ke root while celehrating EL
Museo's own rareniy-five year history

Reclafming History is the first of a three-part twenty-fifth
anniversary exhibition that presents dialogues between contem-
porary artists and El Museo's permanent collection. The dialogues
engage three themes: reclaiming history, recovering popular
culture, and reaffirming spirituality. Throughouwt 1994, one
hwridred artists will be invited to select @ work from the museam’s
permanent collection and create o dialogue between it and a work
af their own. The two works will be shown side by side, with a
statement by the artist describing the selection process, This con-
tinuing dialogue between contemporary artists and El Museo's col-
lection will both elucidate the moseum’s past and reveal the
historical senstbility of contemporary artists who transform thal
past into the present.

strong affinities emerge in the dialogoe elicited by Reclaining
fistory, One tendency sharcd by many artists is a sense of history
where present, past and future converge. The past, never static, is
but one point in the dynamic cycle beautifully described in TS,
Elion’s lines,

Tirme present and time pist
are both present in time fuiure,
aned tiiie futuire comtained i dme post,?

This cyclical sense of history contributes tw the exiraordinary
persistence and continuity of cultural roots among these artises, 10
makes possible the whimsical dialogue between the zoomorphic



creatuees n Francisco Alvarado Juares” installation and those thae
animate the adornos of Taino pre-Columbian vessels. It also trans-
forms the voung couple in Charles Biasiny Rivera's photographic
retablo into a contemporary Taino couple and enables Rolando
Briseio’s Aztec lords to sit in front of 2 TV Briseno explains his
transposition: “We are the same people today as vesterday, S0040
years ago? Fernando Salicrup, too, transplants his Taino natives o
an urban jungle he knows well. Wrenched from their natueal habi-
paf, walled into g grafitted prizon, they still retain, in his words,
“the restless desire to be free” Perhaps this same desire, in Leandro
Raty” poetic fantasy, animates Bl Museos Mexican masks 1o make
thelr way to the Conservatory Garden in a marvelouws dance honor-
ing their Honduran clders, the Lords of Copan.

A non-linear sense of history also accounts for the importance of
myth and legend for some artists. Marcos Dimas, addressing 2 work
by Jorge 5oto, a fellow artdst ar Taller Boricua®, recreates the
myth of Armwanili, who liberated his people from colonial oppres-
sion through knowledge. Nitea Tufing, also reconstructs fragments
ol a mythic world of hybrid gods at the juncture of two cultures,
the African and the Chreistian, Judite Dos Sintos recroeiies 3 cere-
memnial boat-shaped vessel that protects “human commenalities” in
the passage theough life: womb, nest, coffin

The endurance of cultural roots among these artists can often be
related o what Nestor Otero calls "internal reflective. geographics
{ that } deal with identity and process.” For Puerto Ricans like
Oera, this internal sense of self is fragmented by muliple displace-
ments al home and abroad: colonization under Spain and the LS,
andd the massive migration to the U5 since the 1920s. This sense of
an intermal geography is also at the core of Paul Sierra’s moving
wuork, which records the isolation and emotional uprooting of his
father, a Cuban exile who, “with the passage ol time. becomes a
stranger even to his own land of birth.”

Many artists approached the exhibition’s dialogoe by selecting
works that enabled them o address specific issues and events. Not
surprisingly. several Puerto Rican artists alluded to the conflicred,
colonializing history between Puceto Rico and the US, Lillian
Mulero and Juan Sancher, for instance, chose issues of Pa'lanie
newspapers” from 1969, the year Bl Museo was founded. Recaptur-
ing the spirit of that time, Mulero commemorites Lolita Lebron by
recreating her prison cell. As a call to action, Juan Sanchez designs
u new flag for an independent Puerio Rico, Through selfportrai-
ture, Angel Rodriguer Dine paints a powerful metaphor of Puerio
Rico, hound and gagged by its colonial status, even as it supposedly
confronts free choice during a recent plebiscite, Robert Coane's
crucifizion commemorates Martin Pérez, who died a brutal,
vislent death while in police custody in 1974, Coane expands the
figures frame of refercnce, inscrting him in the endless rosoer of
victims of bloody conflicts in Central and South America, inten-

sified and prolonged by Morth American intervention,

In wicdening circles, artists in the exhihition expane the geo-
graphic references in their works, Freddy Rodriguez’ painting
remembers the millions of anonymous sugarcane workers in the
Caribbean who provide grist for the mill of capitalist economics,
Lists Flores” installation alludes to the tragedy of famine throughout
the four corners of the world. Josely Carvalho’s poignant installa-
tion conlronts the tragedy and pain that ber unflinching journal of
war gathers as she continues to document death and bloody con-
flict from country to country

Through visual language that alludes o Latin America as a
wounded, vulnerable, transparent body, Cataling Parra reminds us
of its ancient history before its so-called discovery in 1492, Jorge
Rodrigucz’ remarkable seulpture, pinpoints that date as the begin-
ning of the “cultural reversal of America”. It invites us 1o play the
role of the "discoverer” at the helm of the galleon Santa Maria, vet
forces us w0 consider it devastating consequences. Raphael
Montancz Chrtiz'’s® installation orges us to “Dig into the carth of our
heritage and find its preciousness.” The work mourns “our
destroyed heritage”, yet the ritual recnacoment of the original
violating act transforms it into a healing, redeeming acrion, sal-
vaged through memory. Similarly, Radl Farco juxtaposes violence
and healing through his Healf Angel's dialogue with a work by Papo
Colo. Proposing violence and spirituality as eyclical, motor forces
of history, Farco offers a cosmic fromework for what Diaz
Quinones, writing about Puerto Rico, las referced to as “the great
absence™ in the historical discourse.

Many participating artists chose and created works that allowed
them to comment on historical constructions of power. Frank
Cimpayas work ponders conflict between the sexes while Kukuli
Velirde's considers women's roles as keepers of tradition in Latin
American countrics. jorge Taclas powerful image personalizes the
suffering of those oppressed and displaced by abuses of power,
while Paul Sierra’s focuses on the dispossessed exile.

The works or statements of another group of artists brought up
fascinating questions about relations of power between the artist
and the muscum and its exhibition practices, Some works repre-
sent or comment, directly or indirectly, on the power of the argise
as cultural activist [Sdnchez, Rodrigues Diae, Tofino | as educiator
| Biras, Jorge Rodnguez], as shaman |Montase: Orniz], or as media
tor/subywerter | Camniteer | of traditional meanings. Several artists—
lose Morales, Gillian Wainwright. Luis Flores—expressed concern,
within the exhibitions guidelines, about retaining the intrinsic
mystery of the work of art and its completion through relation to
the viewer. Michael Lebrons and Nestor Ogero's works and state-
ments gquestion traditional exhibition practices and offer alterna-
tives. Leandro Katz’s whimsical musings about the secret life of
El Musen's masks captures the age-old tension between nature anc



culture, the incvitable decontextualization of the work of art in a
MASEUIm selting,

The focus of all three parts of Bl Museo's roventy-fifth anniver
sary exhibition is on the artists’ voice. Our intention was to let that
voice be heard withour mediation or interference, particularly
whien we found it challenging or puzzling. Even if only the first
part is completed, it is clear that the exhibition will accomplish
what we at El Museo boped it would—help us see our collection in
o new light. In this context, Sophie Rivera asks a key gquestion for
El Museo's future: “How will the younger generition of Lating
artists deal with their heritge?

The exhibition also prompred us o ask hard guestions of oor-
selves, as artists asked them of us, Lillang Porter reminds us of our
community roots and Nitea Tofino asks “Where are we going™ As
we face the twenty-first century, we hope o continue to approach
Llruguayan writer Eduardo Galeano’s inspiring vision of culture:

By culoure we understond the crestion af o place of commaon
discovery among people.. e wanted o ralk with people, w
give them once agadn their voice: cellure is communication o
it is nosthing '

Suzand Forruellz Leval
Chiel Curitor

Mew York City
Mageh, 1094
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EL RESCATE DE LA HISTORIA

Lar Irisfeiniel, annnngrie efolorises o se faiedle Boaveay, fry 8 5
fer ertfrenda con pedor, e Bay gree retel i,

Estas hineas tonudas de "On the: Pulse of Morning," de M Armgge-
lou, captan la semilla de esperani gue la pocta ofrece micniras
narra Ia historia contradictoria del extraordinario experimento
gue sigue dando forma a este pais. Estis lineas tambicn reflejan la
fuerza generadora que esta detras de las obras de esta exhibicion
gue celebra ¢l vigésimo guinto aniversario de El Museo del Barrio.
La exhiblcion convoca 3 artistas confemporaneos de ascendencia
latinvamericana & seleccionar una obra de la coleccidn perma-
nente de El Museo para crear un didglogo entre ¢sia v s propia
ohra en torme al tema del rescate de 1 histori,

Li idea de esta exposicion surgid hace cinco afios. * Me conmo-
viy la fuerza y el espiritu que emana de la obra creada por los
artistas latinoamericanos, ¥ el empeo que tenen de recordar y
recuperar su pasado. Este impulso asume un sentido de libertad ¢
imaginacion para comprender la historia como una entidad viva y
dinamica, ¥ ¢l arte como un medio para transmitirla. Para estos
artistas la memaoria historica restituye una identidad amenazada
por ¢l olvido ¥ por la distorsion de la historia del pasado v del pre-
sente. Li misma esbozn una presencia gue b sido marginada por la
historis “oficial” ¥ ayuda a articuliae ung forma de eesisrenc cultu-
ral. Al repensar, incluso al hacer una revision de su pasado lating-
dmericana, estos artistas lo sitdan dentro de un nuevo contexto
que mesdifica fa percepcion que hemos tenido de este,

La tendencia post-modernista de cucstionar v de revisar ha
dejado una profunda impresion en la produccion artistica de las
ltinms dos deécadas. Les ha dado la liberiad a los artistas contem-
porinees pard afrontar los complejos asuntns historicos cn torno al
genero, las relaciones raciales, la violencia v la sexualidad, que
habian sido antes cludidos. La inclinacion hacia lo post-moderno,
cotdujo inevitablemente hacia perspectivas historicas y punios de
vista revisionistas en conflicio, Bl historiador caltural Avcadio Diae
Quinones, al escribir sobre Puerto Rico a principios de los afos
70, describe el alcance de un fenomenn internacional pertinente a
este I,

La viche fue inclemente: el prisceso de descolonizacion de los
aAes sesentil, s repercusiones del swrimienio de derechos
civiles en los Estados Unidos..., la Revolucion cubana, v los
confliceos gencrados por la guerra de Vietnam., desperto una
AUEVAE ¥ YIaE pasion por un pasade mis complejo, ¥ oons
truyd otres reglis v otms espawcios de validacion intelectual y
profitici, 1a historiza—ya a principios de s G seleniEa—ier:
de nuevo un campo de debare: e gque construir olros
lugares, y entablar una lucha por nuevas significaciones.. La
reconstruccion de tradiciones er de nueyvo,, unag zona de
polémicis, ealfentamientos, v auevas intransigencit.. El
pasadi—y el ituro—exigian nucvas explocaciones,

i

Esta exhibicion documenti algunas de esas “nuevas explora-
ciones” por artists contemporanens de ascendencia latinosameri-
canag. En el contexto bicultoral precipitado por la voluntaria o
forzada cmigracion a los Estados Umidos, estos artistas redescu-
bren su cultura nativa a contrapelo de fa cultura disimil gue los
abrumi. La reverencia que tenen los latinoamericanos por el
pasido les permite apovirse sobre werreno firme. Bl pasado hisio.
rICn 5wt reservi abundanie de fa cual se puede extracr con toda
libertad v de manera critica, v sea con sentide del humor o en
furma subwersiva, mientras luchan para mantener un sentido de L
identidad dentro de un mundo Feagil, recién construido. Lievimdo
consigo internas geografias, se ven obligados a negociar entre un
antiguo sentido de si mismaos, v 1a nueva libertad para ceinventirse
Ouie este pais promene,

Desdde su fundscion en el 1969, El Musco del Barrio ha funcios-
mado comio e custodio de L memaoria de la comumidad latinoame-
ricana gue se resiste a olvidar st pasado, Sus fundadores—artistas
pucrtorriquenos, educadores, activistas de la comunidad v padres
de Familia del Barrio hispane al Este de Harlem—deseaban estabile
cer una insttucion que reflejara y preservarca su culture. Por 1o
tanta, los lazos estrechos gue unen a el Museo con esi pasion Lt
noamericana de mantener vivo el recuerdo, se fundio con naturali-
dad con el impulso de los artistas Innnoamericanos de rescatar su
historia. Esta funcion proporciond el terreno perfecto donde la
iches original de la exhibicion podia cacontrar areaigo, a la par que
celebraba los vemticines aios de la historia de Bl Musen,

El Rescate de la Historia es la primera de una exhibicion en
tres partes que colebra el vigdsimo quinto aniversario, ¥ prescnta
un didlogo entre los artistas contemporinens v 1 coleccion perma-
mente de Bl Museo. El diddogo comprende tres temas: el rescate de
la historia, la recaperacion de iz cultura popular, v L reafirmacion
de la espiritualidad. Durante el ane 1994, serin invitados cien
artistas para que seleccionen vna obra de i coleccion permanenie
de Bl Museo v s¢ den lu tarea de crear un didlogo entre ésta y una
obra suva, Ambas piezas seran expuestas una junto a la e, con un
enunciado del artista que describa el proceso de seleccion utili-
zdo, Este continuo dislogar entre los artisias contempocineos y la
coleccion del Musen, contribuira igualmente o dilucidar 1o obra
anterior de Bl Museo v servicd para revielar B sensibilicid de los
Artistas L'nntrmpt}r:iiwus ante o historia (quicnes transforman el
pasado en el presente,

Uinas produndas afinidades emergen en ¢l diilogo que evoca El
Rescate de Ia Historia Una tendencia compadtida entre muchos
artistius es un sentido de la histori donde e presente, el pasado v
¢l futuro convergen. Bl pasado, gue nince s estiatico, no es sino



una referencia en el circulo dindmico bellamente descrito en estas
lineas de Th. Eliof:

El tiempas presente ¥ el dempo pasadio

ambas estan presentes en el tempo Ruturg,

v el tempo futuro contenido en el pasadio?
Este sentido ciclico de la historia, contribuye a la extraordinaria
persistencia v continuidad de bas raices culturales entre csios
artistas. Esto hace posible el didlogo caprichoso entre criaturas
roomorficas en by ambientacion de Francisco Alvarado Juirez v oz
que animan los adornos en las vasijas tainas precolombinas. Tam-
bicn transforma a la joven parcja cn ¢l retablo fotogrifico de
Charles Biasiny Rivera en una parcja tainag contempordnei, v les
permite A los nobles wetecas sentirse Frente i un televisor Brisenco
esclarece su trangposicion: “5omaos la mismas gente hoy al igoal gque
ayer, hace 5,000 anos"* Fernando Salicrup, también transplanta a
sUS mativos taines a una jungla uebana que ¢ conoce muy bien,
Arrancados de su habitat natural, prisioneros tras murallas con gra-
fitn, aun sosticnen, cn sus propias palabras, “el desco impaciente
de ser libres” Cuizds, este mismo deseo, manificsto en la finesia
podéiics de Leandro Kate, anima a las mascaras mexicanas del
Mused, a abrirse o a traves del Jardin del Conservatorio cn una
danza maravilloss para rendicles bonores a los ancianos hondu-
renos, los Senores de Copan

L sentido histdrico no lincal, también explica Lo imporncia
gpues tiene el mito v [ leyends para algunos artistas, Marcos Dinas,
cuando se remite a una obra de Jorge Soto, un compaiero artise
del Taller Boricua®, recrea el mito de Arawanili, quien liberd a su
puchlo de la opresion colonial mediante ¢l conocimicnto. Mitza
Tufino, tambicn reconstruye fragmentos de un mundo mitico de
divses hibridos ante I disyontiva de dos coltoeas, la africana v b
cristigm Judite Dos Santos recrea una vasija ceremonial en forma
de hote, gque prodege "1 humanidad compartida® en el travecto por
b vidia: ef vientre, el nido, el atand,

La tenacidad de las raices culturales entre estos artistas puede a
menudo retacionarse con lo que Nestor Otero Hama “geografins
internas reflexivis que se ocupan de los procesos de la identicad”
Para [os puertorrigquenos como Otero, esta intern conciencia del
ser estl fragmentada por los mitiples desplazamientos en le ticres
mital ¥ en el extranjero: la colonizacion bayo Bspana v los Estados
Umidos, y In masiva emigracion hacia los Bstados Unidos desde
1920, Esta conciencia de unm interna geografia estd timbién al cen-
troy de la conmaowedora obra de Paul Skerr, quie da restmonio del
estado de desolacion y desarraigo emocional de su padre, un
cubar exilado quicen, “con el pase del tempo.se convierte hasta
€ Wi EXIEIJErD 205U propi tierra”

Muchos artistas abordaron lo del diilogo en o exhibicion, selec-
cionando obras que les perniticran remitese o sunoos v oventos
especificos. Mo fue una sorpresa el que muchos artistas puertorri-
queios icieran alusion a la historia conflictiva de las relaciones

coloniales entre Pucrto Rico v los Estados Unidos. Lillian Mulero v
Juan Sanche:, por ejemplao, seleccionaron eventos de varios
nimeros del periddico Pa'lante” del 1969, ¢l ano en el que fue fun-
dado El Museo. Yolviendo a captar el espiritu de agquella época.
Mulero evoca a Lolita Lebrim al recrear su celda on la prision.
Comag un lamado a s accidn, Juan Sinchee disena una noeva ban-
dera para un Puerto Rico independiente, Valiéndose de su autorre:
trato, Angel Rodriguez Diaz pinta una poderosa metifora de un
Puertn Rico encadenado v amordazado por su situacion colondl,
no obstante dste tuvo supuestamente la opcion de escoger con
liberiad en un reciente plebiscito, Bobert Coane en su crucifixion
recuerda a Martin Pérez, gquien tuvo una muerte brutal y violenta
micniris estaba bajo arresto policiaco en 1974, Coane extiende el
marco de referencia de esea fgora, inseriindolo en La lista interni-
mable de victimas de los sangrientos conflictos en Centro v Sur-
america, que se han intensificade y prolongado por la intervencion
PO mericanid

Como les circulos que se difunden, los artistas en esta exposi-
cion expanden las referencia geogrificas en sus obras. L obra
de Freddy Rodriguez, recuerda a los millones de trabajadores
anomimes de Ly cana de azdcir en el Caribe, quienss proporcionan
el alimento para los molinos de las economias capitalistas. La
ambientacion creada por Luis Flores alude a la tragedia del hambre
que s extiende por todos los confines de 1a tierca, Lo conmao-
vedora ambicntacion de Josely Carvalho. afronta la tragedia v el
dolor que su resuelto diario de la guerra redine mientras ella va
documentando la muerte v las sangrientas conflagraciones de
pals en pais.

Por medio del lenguaje visual gue bace referencia a ln América
Lating como un cuerpas herido, valnerablé v transparente, Caitaling
Farra nos trae a la memoria su antigua historia antes del supoesto
“descubrimicnto” en 1492 Jorge Rodrigues, en su extraordinariz
wbra, apunta hacia esa fecha como el comienzo del “descalabro
cultural de América” Esta nos mvita a hacer el papel del *descubri-
dor” al timon del galeon Sanca Maria, mientras nos fuerea @ consi-
derir los devastadores efectos de este hecho, Rafel Montanez
Chrtiz® nos urge con su ambientacidn g “Ahondar en s berencia de
nueste terra v encontrar su bermosors,” Bl ontbajo himen “noes-
tri herencia destroida.” mientras gue el ritual reconstruye el acto
original de la violacion, v a su ver lo oransforma en una accion
redentora, salvada por medio de la memoria. De manera similar,
Kol Farco vustapone o violencia v a curacion en su obea Mitad
Angel en un diilogo con una obra de Papo Colo. Al proponer 1
viokencia v ba espiritualidad come las fuerss motores ciclicas de L
historia, Farco ofrece un marco de referencia cosmico a lo que
[Mazx Quiiones, al esceibic sobre Puerto Rico, ha hecho referencia
conmay 'l gran ausente™ en el discurso histdrioo,

Muchos artistas participantes seleccionaron v crearon obras que
les permiticran hacer un comentario sobre la formacidn de Lis




relaciones de poder. El trabajo de Frunk Gimpaya pondera ¢l con-
flicto entre los sexos mientras que Kukuli Velarde considera ¢l
papel de la mujer como la mantenedora de la tradicion en los
paises de América Latina, La poderosa imagen de Jorge Tacla perso-
nifica el sufrimiento de los oprimides v de los desplazados por los
abusos del poder, mientras que Paul Siecrs enboca en el destierro
desposeido,

Los trabajos o pronunciamicnios de otro grupo de artistas traje-
ron a colacion ¢l fascinante tema sobre las relaciones de poder
entre el artista y el museo y la practica o criterio para las exhi-
hiciones, Algunas representan o comentan, dirccma o indirecti-
mente, sobre el poder del artista como activista cultural [Sanchez,
Rodriguez Diaz, Tafito |; como educador | Dimas, Jorge Rodriguez|;
como shaman | Montafez Oriiz|: 0 como mediador/subversivo
[Camnitzer| de los significados tradicionales, Varios artistas—IJosé
Moriles, Gillian Wainwright. Luis Flores—expresaron su preocupa-
citn, dentro de las directrices de 2 exposicion, sobre la retencion
del misterio intrinseco de la obra de arte v su fin dltimo al eontrar
en relacion con el espectador, Las obeas v enunciados de Michael
Lebrin v de Néstor Otero, ponen en tela de juicio la prictica de
hacer exhibiciones de un modo tradicional al ofrecer alternativas,
Las meditaciones [antasticas de Leandro Karz sobre ba vida secreta
de las misciras de El Museo, caplan la vieja tension entre b narurs-
leza y la cultura, el hecho inevitable de que una obra de arte esti
fucra de contexto con el dmbito de un museao,

El enfoque general de los tres segmentos de la exhibicion del
vigesimo gquinto aniversario de El Museo, estd puesto on Lo expre-
sion del artista, Nuestra intencion fue la de permitir que esa voz
pudicra ser oida sin mediacion o interferencia, particularmente
cuando la encontramos retadors O enigmatica. i ann solo legamos
A completar la primera parte, esti claro gque la exhibicidn logra lo
que nosotros en Bl Museo esperibamos gue lograra—ayudarnos a
ver nuestra coleccion bajo una nueva luz. Es en este contexto gue
Sophie Rivera hace una pregunta clave respecto al futuro de El
Museo: ";Como bregard la nueva generacion de artistas latinos con
su herencia cultural?

La exhibicion también nos forzd a hacernos las preguntas deci-
sivas, 1 la par que los artistas nos cuestionaban. Liliana Porter nos
recuerda que nuestras faices estin en la comunidad y Nitza Tufino
inguiere “A donde vamos?” Micntras encaramos el siglo veintiuno,
esperamos seguir la pauta del escritor uruguavo Eduardo Galeano
o s inspiradora vision de la cultuea:

Entenddiamos por culiurs la
creacion de cualguier espacio

de encuentro entre los hombres,.,
Cueriines conversar con i gente,
devolverie la palabra: Iz oultura
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FRANCISCO ALVARADO JUAREZ responding to PRE-COLUMBIAN ART

Fam interested in s clements of the past resurfzce themselves iito cre-
aticns of today

My installation containg strong visual icons borrowed loosely from pre.
Columbian and European are. In the process of reclaiming these images, |
mesh them with contemporary ideas and materials. Subsequently, they
are transformed and modernized, capturing their essence in my own
styvle amd media

When the demoms and icons of vesterday are introduced into a room
filled with mundanc brown paper ags, a newly discovered organic envi-
ronment is realized, This unique reality becomes possible when there
exists a mutually dependent relationship between past and prosent It is
the culmination of such a relatdonship thar informs us of the tmeless and
universal language of art. This language has the power o vitalize the pre-
senl ancd future, As such, today's artist s foeever indebted o the aer amd
artists of the past

Fl

Francisco Alvarado Juarez, Detnll from the
imstalltion, {fadtffea { Sl fieta ), wonal Ooor LA app
B4 x K inches.

T pree-Columdian Adornos From the Dominican
Hepuhbic {dornos precolimbioos de ks Taimns de la
Hepithilics Danminicinm |

M imteress comao los clementos del pasado resurgen en Bis creaciones
del presente,

La ambientacitn conticens iconos gque tenen tremenda foerea visual,
tomados prestados ol aear del are precolombing v europeo, Durante el
procesa de recuperir estas imagenes, las entretejo junto a las ideas y
materiiles contemporineos. Por o canto se transforman v se modernizan,
al capturar su esencia en mi propio estilo v medlo artistico,

Cuando los demonios € iconos del pasado se colocan en una sali
repieta de balsas de papel de estrazn un recién descubierto mundo orgi-
nico cobra forma. Esta realidsd particular se hace posible cuando existe
urd rebicion de mutua dependencia entre ¢l pasado y el presente. Bs la
culminacion de tal relacion la que nos informa sobre ka cualidad stempo-
ril y universal del lenguaje artistico. Dicho lenguaje tiene el poder de
revitulizar ¢l presente v ef futuro, De tal modo, el artista contemporsinen,
tiene una deuda eterma con el arte y los artists del pasido,

Edl




CHARLES BIASINY RIVERA responding to NITZA TUFINO

I kpew immediotely when saw MNitza Tufinos painting of Prreja Tafua,
thatt oy o photo Based, mixed media picce from the Lope Poems
series wis related by time and purpose. [ saw b onee our cternal jouriey
that has, for centuries, guided our path, What an incredible passage it has
been, from that tiny magic island of Peerto Rico that sings t you ar night
with the voice of ef cogied to the svagery of modern life bere on an even
amaller skamnd where the only night voices are those of demaons, Regard-
less, wie are entering @ new century with even scronger minds and hearts
and 1 population of brave artists who have weathered repeated apgression
agninst their souls. Love Poems speaks to thit strength; it celebrates our
victory over those forces that would have denied our capacity to hear the

songs of el oo,
CHR

Charles Biasing Rivera, e e S Regivnaing of Chur
Loaiwr FNory of comleren de auestm aonr)], [505
Fhoto-based mised-mcdia with ioxl % x 26

inches From gl serics Loew Pomiy,

Midza Tafino, Pareie e ¢ Telbao Cingie), 1972
fcrylic, charceal, peste] sl polyurcthane on masandle,
48 % 28 inches

Cuanda vi la pintura Parefa Taina, de Nitza Tulifio, supe inmediota-
mente gue mi forogealia, basada en una obra en medio mixto de B seric
de los Poemas de amor; estaba relacionada por el tiempo v la inten-
chin, con su obric Observé de momento el eterno viaje gue ha sido el guia
vn muestro caming, Qué pasaje tan increible ha sidooeste, desde Ia
Pequehia sl magica de Poerto Rico, gque te canta en b noche con la voe
del coqui, hasta la salvaje vida imoderna agud em anma isl mas pegquesin aan
donde las unicas voces nocturnas son Lis de los demonios. A pesar de
esto, nos encontramos e los albores de un ooeve sigho, con o mentali-
dad y un cormeon mis solidos, y una poblacion de valientes artisoas quece
hian sabido superar i constante agresion o sus espiritus. Poemas de
oy habda de esa fortaless; celebra nuestra vicroein solwe esas fuerzss

gue nos hubieran negado nocsten capacidad para oir el cano del cogui.
CER



ROLANDO BRISENO responding to PRE-COLUMBIAN ART

I have selected a pre-Columbian pestle from the Dominican Republic that
is in El Museos Collection (o demonstrate a relationship between past
anil present. Chicken Mole, 1992 emphasizes this relationship even in
the pitle: chicken being from Europe amnd seofe being from Mexicn. This
picce is also painted on a plastic mblecloth, a product of contemporary
indusery, Included in the iconography 5 8 chicken in dack color which
represents one of the bundreds of saces made in the molcajate, a pre-
Cidumbian pestle and morar, The dedesfale was first used around 3000
B in Weraerue and is sl in use today, [ was caised in g household where
thes serforrfarde was used repulbarly, Soae form of the wiedcafole, or iilon is
wsed theotghour Meso-America and the Caribhean,

Criher iconography in the painting includes three tomaroes, the pre-
comdjuest feudt called foret! in Nahuatl, which forms the symbol for a pri-
mary structure, the proton. The remote control commands the TV, with
ancient Mayvan glyphs while circling bananas reflect the passing of time,
and in their center, eternity: The Indian headresses hecome intermingled
with the TV antenna (o commmnicate that cur ancient past is s iresaign
hic as lifes basic structures, and is definitely relevant 1o CONEEMpOCary
quirtidian life. The Bees of the two Mayan Indians intermingle on TV and
reverberate with the consclowsness that we are the same people wday as
yesterday, SO0 years ago,

..

Rolandd Brisedio, Chicker Sfode, 1992 Framel on
plastic gabdocloth, S0 5 70 fimdhies
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A Carvedd Stooe Pestle | Mano de mociera ), ca,

LEHE- 1500 AT, app beight 5% inches, and & Carved
Seone Graber {Mortern ), ci | 2001404 A0,

app. heighe 16 inches.

He selecclonado un pilon precolombing de I Repiblica Dominicana
entre o coleccion de El Museo, parid demastrar 1 eelicidn entre el
pusado y el presente, Chicken mole 1992, pone énfasis en esta relacion,
sobre todo en el titulo: el pollo, que vino de Evropa, v el made gque se
origim cn Mexicn,

Esta pivea esta pintada ademis sobre un mantel de plistico, un pro-
ducto Industrial contemporanes. neluido en la iconografia aparcce un
pallo en un cofor oscuro, que representa una de las cientos de salsas
hechas en ol molcajate, un pilén o moctero precolombing. Bl moleajare se
comenge i usir en Veracoue del 3,000 xios antes de Cristo, y todavia esti
en uso, L tipo de molcajate o pildn se wsi a traves de meso-América y ¢
Ciribe,

O iconogrifia de [n pintura incluye tres tomates. ka frur de la pre-
conuuisty Hamada tossat! en lengua nabil, que compone la simbaologia
e una estruciura primarks, el proton, El telecantral lanes une senal o s
television pard que aparescan antigucs glifos mayas, mieniras los guineos
gue van circulandoe reflejan ¢l paso del tempo, v oen su contros, [
etermidad.

Lo tocados indigenas eatrelizmn con fa antena del televisor para comu-
nicarnos que nuestro pasado ancestral o8 includible, asi como ks estrue
turas bisicas de la vida que son definitihvamente pertinentes i la vida
cotldiana, Los rostros de los dos ndios mayis, se entremezelan en la tele-
visian y repercuten en |3 conciencia, ul estaldecer guid snmos L misma
gonie, hoy comio ayer, hace 5000 afaos,

(A1
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LUIS CAMNITZER responding to NORBERTO CERDENO

The Powerful Hand can be scen as a political symbol—The santern,
apparently bending under colonizing pressure, uses his own hand and
thus reasserts his power. | wanted to ke this one step further. The holi-
ness ol what ovigioally is the amily of Chrisg, sow extends oooa candom
set of names taken from the phone ook of Puento Rloo

L

Motherio Cerdein, Lo marn podeose (e Porverfil
Mo}, co. 1950, Carved, painbed and nolled wood, app
beight 10% miches.

Lax Mano Poderosa pucde interpretarse como un simbolo politico. El
santern, aparentemente inclinado por el peso del sistema colonial, uiilizs
s propia mand pari de ese modo reasfirmar sa poder

Yo dhesenha Hevar este proceso un paso adelante. La santidad que emana
Luis Camniteer, La semo Seoboderog { The Al de [a Sagrada Familiz, se extiende ahor sobee un puiado de nombres

Peranerfiad Hromal), 104, Gesso el piore wich mised- vowsielos al wear de o Guin Telefonica de Puerto Rico.
Mk, app beight 12 inches L
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JOSELY CARVALHO responding to ROBERT COANE

1E% Sl Time to Mosorn: Dia Mafter 1T

In Memory of the Hebron Massacre when Forty Muslims were
killed inside the mosque al the Cave of the Patriarchs doring the
holy Ramadan period,

ey of Images, the mme | give 1o the body of my work, is an ongo-
ing process recording events, ideas, ssoes, memories and fangasies from
the past, present and future. This dizey is shaped by interconnecied
chapters,

My Beody is My Country, an carly chaprer of my work { 19801991 )
acted as 3 political response toomy own cultural separation o strogples
v preserve my culbtursl identity s countey, I shaped the ground for
new works which also examine the extermination of “other” cultures by
other cultures

The following chapter, ft’s Still Time to Moure, { 199093 ) wis my
respoanse o the Persian Gulf War, It sas directly inspired by the stories,
the video amd photographic images proliferated by the mass media, At
Ehuit timme, wee sab and wkched,, day after day, theough a glass box, o Theaer
of War, in s most antiseptic form. We saw no blood, o agony, no death,
We only s the glre of the "Fireworks”™ Blling over Baphdad—ihe cany
ouflage of wir—the censorship of pain. This chapler consisted of four
installations and & book during a monroing period of two vears, Today, |
see the need 0 reextend the period of mourning. In the kst year, we
fave seen the eradication of the long history of mingling cultures in the
Balkans. We have forgonen the devastution that mesn, women and children
continue b suffer in the aftermathy of the wear in Irg. We have ignored the
shw elimination of the Shiites in Southern Irag, We have disregarded the
e of the Palestinins teo have a teeeitory (0 shicld their culture

Its Still Timee to Mowrn: Dia Mater T inclodes Robert Coane's
painting Che Mistaken Sands, oowork | chise from Bl Museo del Bareios
collection which also condemns the Persian Gulf War, Both this painting
andl my own installation recreate 4 sanctuary in which to remember all
the men. women and children victims of the absurdity of wars,
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Jusely Carvalbw, Detail from the imseallinion, I Sel
Teredie ta Mhrarere: £ Mater BV A gperocler Sewafn faar
feammeratare; D Mager M), 19914
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Asint gueeda tiempo pava lamentar; Dic Mater BT

A la memoria de la Masacre de Hebron donde murieron asesi-
nados coarenia mahometanos mienicas observaban ¢l Ramadin
en L Caverna de los Patriarcas,

Ddario de mdgenes, s el nombre gue le doy 3l cuerpo de mi tra
by, &5 un continuo procese de registrar eventos, ideas, problemas;
mermirias v ftasis del pusado, del presente y del loen, Este thiario esti
mohleade por capitulos que van enlados

Mi Cuerpo Ex Mi Nacion, es un capitulo previo de mi obra
{ 198991 ), que cstd en funcidn de respuesta politica frente 0 mi propia
separacion cultural v B lucha para preservae mi identidad coltural en este
pais. Prepard el terreno para futuras obras donde examing e exterminio
de clertzs culturas por obras,

Bl siguiente capitulo Aus geieda Bemipao para lamrentar (199193 5,
fue mi respuesta a la guerra ded Golfio Péesico, Fue directamente inspirada
por Lis historias, los videos y las imigenes fotogrificas que proliferaron
p boes meeclions e comunicacion. En agquella ocasion, estuvimos sentdos
ihia v nochi, mirando g traves de una cija de cristal, el Escenario de la
Lrugrrd, en su forma mis antisépuica, Mo vipes saongre, nl agoniz, ni
muerte, 5olo vimos el reflejo de los “fuegos artificiales” cayvendo sobee
Baghdad—el encubrimiento de la guerei—Ia censura del dolor, Este capi-
tulo consiste de cuateo ambientaciones v un libro gue recoge un periodo
de lute de dos afos. Pere hoy, me he visto en |a necesidad de extender ¢l
perindo de lamentacion. Durnte ¢l ufo pasedo hemos sido estigos de b
erradicacion de la larpa historis de los Belcanes, fruto de culturas
diversas. 5e nos e elviddo los consecuencias de L devistacion de la
guerrien Irag, que sufren todavi hombres, mujeres y nifos. Hemos igna-
rado fa lenta eliminacion que sufren los shitras al sur de Trag, Hemaos igno
racho i mecesidial gue tienen los palestings de poseer un ereitorio donde
puseckin conservir s culiom,

Avin gueda tiempro pava lamentor: Dic Mater I, incluve la pin
tura Sodre Arenas Eguivocadas de Robern Coane, seleccionada de la
colecciom de Bl Museo Del Barrio, obra gue también condena [a guerea
del Golio Pérsica, Ambas ohras recrean un santuario b memoris de
o fos hombres, mujeres ¥ nifos gque hion sido victimas del ahsurdo de
las guereas

EH




ROBERT COANE responding to MARTIN ( TITO) PEREZ

L And with Tales of Freedom...—An Allegory of the Americas”

As early a5 TH2ZY, ooly six veaes after the proclamation of the so-called
Wineoe Doctnime. the South American lberator Simaon Bodivar, suspecting
ulterior motives in Unived States Prosident fnes Monrocs inberventionist
cdict, prophotically warned us of 0 Uniced Scates of Morth Amenca swhich
is “ormmipiodent and eerrible and wath tabes of freedom wAll iegume wy all
with misery”™

Debunking the publicists tale of @ benevolent United Sttes protecting
its hemispheric “hackyard” from outside aggression, " LoAnd, with Tales
of Freedom..'” points (o a danger within: the United States by sole
agpressor and suppressor

Al allegorical southern Americs is portcaved on & symbadic cross,
Armod violeace and death, the Instrument and consequence of the fay
ciyrhetdcanie, are displayved at its leet, The fgure’s bright colors represent
Ilosesd, the turguoise waters OF the Caribhean ind the hemisphere's nariral
wealth, They are also a nostalgic reference to the brilliant plumage of the
prregrcerrmgrpe o wild parrol of Puerto Rico sehich, Bike Puerto Ricen cul
(ure uniler permanent LS, occupation, is close o extinction. Overhead
therd unlurks an accounting of the casualuies of “freedom” and, arely dis
cernible in the background, all U5, interventions sinee s 1523 enact-
ment GF the “doctrine” are lsted chronologically by country. The legend
at the base gquates Bolivar,

In achdivion v formal simdlacivies, “Unfitfed,” Martin Pérez's 1973
wirked body Impring, is g oiog metaphor for the cultural violence of
empire over coliny, and omisously forebodes his own tragic end, Musi
ciun as well as painter, Pérce wis arrested in 1974 for playing his music in
Mew York City's 125th Street subway stagion, His untimely and suspicious
theath by hanging while in police custody reeks of colonial brutalicy,

{3

Robery Comne, .0 fir coemlos creing som., " — livr
dulegeari e fas Awndricas (L Al peinh Todes of
Fremfanl.,” —As Altegory of the Americas ), 1992, Uil
o cinsis, TS x 4% inches
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Moriin { Tino ) Peéree, Dalited (300 Widag, 1972
Acrylic in canvas, 36 % 24 inches

¥ los cnentos, cuentos son—~Una alegoria de las Américas,”
992

Tan temprano come en el 1829, apenis seis anos después de a procla-
mutcion de la Hamada Doctnina Monroe, el libertador suramericana,
Siman Bolivar, habiendo sospechado de os motivos olteriores del edicto
imtervenciomnisi, sdvierre proféticamente sobee unos Estados Unidos de
Norteamericn "omnipotentes ¥ terribles v con el coento de L libertad nos
dejuran plagados de miiserin”

Desenmascarando ¢l cuentecita bobio publicitario de unos Estados
Unidos benévolos, prategiendo el “traspatio” de su hemisferio de L agre-
AW exlranjen, .Y con el cuento de B libergad,, apuneza sobee un peli-
gro internd: os Estados Unidos como Gnico agresor v represor.

Una Surpmeric aleponica aparece en ung crug simbalica. La violencia
armida ¥ It muerte, el instrumento v [ consecuencia de 1o fox amer-
Caiiel, cstin desplegadas a sus pies. Los colores brillantes de la figurea
representin la sangre, el turguesa de Las aguas del Caribe v i rigueza
maturd del hemisferio. 500 @mbidn una nostilgica referencia ol brillance
plumaje del guacamyo o de ln cotorra nativa de Puerio Rico, gue esti a
pundo de extincion al igual gue T culiurs puertorriquena ha estedo bajo
la dominacion permanente de los Estados Unidos. En ln parte superior se
hace despliegue de 1a twrlided de s bajas por cansa de “la lberead,” v
apemas discernibbe en el trsfondo, todas las intervenciones de los Batados
Unvichis desde que entrd en vigenci, I “doctring,” aparecen en una lista
en orden cronoldgico por pais, La leyenda al ple es it cita de Balivar

Addemas de las similaridades lormales, (Craeifivion) Sin fitnlo, las
huellzs impresas en ¢l coerpo golpeado de Martin Pérez, son g meti.
fura apropiada de la violencia cultural del imperio impuesta sobre l colo-
Md, ¥ i minosumente. présagia su propis muerte trigict. Midico asi
commo fambien pinton, Péree fue aerestado enoel 1973, en o parads de la
cille 125, por focar su misics en el tren subtersines de Ty ciodad de
Muevi York. 5u muerte premarura v sospechoss hivde o brutalidad colo-
mial, fue encontrsdo ghorcado mientras permanecia bajo afresto on el
kel des L peolicin.

R.C



RAFAEL COLON MORALES responding to FELIX BONILLA NORAT

I have selected the painting Howse of the Hanged Man { Auvers, France,
1947 ) by Felix Bonilla Norw from the collection of Bl Museo del Barrio,
My Interpeetation of this painting has its same nitle, just as this painting
hais the tithe of 4 work by the French artist, Paul Cézanne { La Maison du
pendu 4 Auvers, ¢ 1872, Muscée d'Orsay, Paris) My observation of the
Landlscapes, The House of the Hayged wan, brings the viewer to the cen-
trum of a conteoversy in the devefopment of a history of modern art, The
artists—Oller, Cémnne, Bonilla Norat—amd their paintings, are merged
visually in my landscape

The painting by Bonilla Norat has a similar vantage point to the knd-
scape by Cézanne. Due 1o the Civil War in Spain, Banilla Norsat had to
leave Madrid in 1936, where he was studying art. On his way to Paris he
alicd several small Lindscapes in Auvers, France, His sdmicsiion and inter-
et in Cémnne’s formal constructions led him to do bis own version of
this purticular scene. Bonills Norat was also aware of the controversial
relationship between the Puerto Rican nineteenth century artist,
Frangisco Oller, and Céznme. Oller had been an innovator along with the
French impressionist in the use of light and plein-air painting techmigues,
He is purported to have been one of the weachers who introduced
Cezanne to the theories and weohniques of Impressionism.

In selecting Bonilla-Norat's painting for developing my own worlk, it has
been my intention o explore the stylistic and historical CONtrOversy
rekiting to the quareel between Oller { Tl Clpita Tree of Prowee, French
fanelscapies b aviad 1) 1 worked in my technique on glass. The scile ol iy
wirk i larger in forman than tht of Bonilla or Ceznnne, bl maintains

simillar structural and color relationships,
RN

{Lai creser efed abaecma ), 104 Acrylic skin on cimas,
3 x 3 dnchies

Fitlix Bonlilla Morar, Howse of the Hamged Mo {La
censal flel afsirearelo ), G 19N Ol non panel, B% x 13
indlics

He escogido de la coleceion de Bl Museo del Barrio la pintur L casa del
ehorcado (Auvers, Francia—1937) por Félix Bonilli Norait con LE
estudic en la Universidad de Puerto Rico. Mi interpretacion de esta prin-
tura Heva el mismao titado, asi como L suya lieva el titulo de una pintura
del pintor franceés, Paul Céranne {La maison dy prevdi & aiivers—c-1872,
oleo sobre lienzo-Musée d'Orsay, Paris ). Mi observacion de los dos
paisajes, Lo crsa del aboreado, leve al observador al corazdn de una
polemica en el desarrollo de ung historia del arte moderno. Los aotistas—
Cler, Céaanne, Bondlla Norat—y sus pinturas se funden visualmente en
il profguo paisije,

L printura de Bondllz Norat tiene una perspectiva similar i [ del paisije
de Cezanne. Debido a la Gueera Civil en Espaiia, en 1936 Bonilla Norat
ruvo gue salir de Madrid, ciodad en donde hacia estudios de arte. De
ciming a Paris, hizo varios paisajes pegueios en Auvers, Francia Su adii-
Facin e interés por ki construccion formal en ol trabajo de Cézanne
oy Hevis i creir su propla version de esta escenit en particulir, Bonilla
Narit tambicn sabia de la polémica relacion entre Cézanne v el pintor
puertoreiquene del siglo diecinueve, Franciseo Oller. Oller habia sido un
innovador a B par con el impresionista francés en uso de Ia oz v las
teenicas de pintura al aire libre S supane que fue uno de los macstros
que introdujeron a Cézumne 2 las seoras y las técnicas del Impresionismio.

Al seleccionar la pintura de Bonilla Norat para desarrollior mi P
trabajo, he tenido ha intencion de explorar la polémica histdrice v
estilistica que existid a raiz de la pendencia entre Oller ¥ Cézanne,
Mi trzbajo hice paralelo con los paisajes de Oller (La ceiba de Ponee—
Faisajes franceses 1y 1) Trabajé con mi propin téenics sabee vidria, La
cscali de mi trabajo es mas gramde que la de las pinturas de Bonilla ¥
Céwnne pero a b ver mantiene las relaciones estructiseiles y de color

M




MARCOS DIMAS responding to JORGE SOTO

The Aitists Legend

Oime mmdivating clement driving mv passion for are bas been the miotion of
recliiming history, a crucial element of progressive contemporary art. For
the Reclaiming History exhibit [ chose o establish a dialogue with the
work of my fervent colleague forge Soto Sancher, who also carried his
hurmer ineo the arcod of historical reclumttions,

The piece | chose is jorges Ef Seftor Gobernador, 1977, In this work
Jorge mizkes fun of Bosikes's Spanish colonials, The piece is based on Jose
Campeches 1789 portrait of Goleriador Dor Mauuel Antonio de
Ustetriz, who is credited with building San Jupn. Behind and below the
governor in Campeche’s painting is a view of the streets of San Juan,
where there s construction activity. Jorge Soto and | discussed this pic-
ture &s it relates to the skivery issue: the workers first being the Tainos,
and later the Africans,

As a continuum to the dialogue in 1994, | chose 1o represent in my
wornk what §eall the legend of the “ARANWAMNILL”

The legend, as recorded by Frid Bamon Pand in 1495, sttes that one
day a man catled Arwwanili walked along the beach anguished by the igno-
rance and the suffering of his people. Suddenly the spirit of the warers, the
womian called Oveha, came forth from the seq and she showed him the
mysteries of the Zemies (goxls ), and the magical rituals thae appease and
conered Yauhahu, the god of oppression. Orehd gave him the Maraca, the
sacred rattle with white pebbles that the people of Boriken play at their
incanmtions. The sound of the Maraca summens the cssence of the invisi-
Ile wearld.

Arawanili transkated the teachings of Orehi, the spirit of the sca, to all
his pecple and by doing so saved his nation from their misforiune.

I believe the teachings of Orehib were the heginnings of culture and art
The teachings of rituals gave birth to music, drama. lterature, and visual
irts, Jorge S0to' picce comments on Campeche's painding. [t speaks ahout
the spoils of oppression. The legend of Arsanili refers to Pecing led frosm
oppression throagh education. This legend is allegorical to a CONEETNH
ary tale; like Arawanili, the ‘artist’ tcaches his people to elevate their intel-
fect to become free from ignorance ind suffering,

M.

Margas Dimas, Anicsrily, Iwﬁ.ﬂ:{dl;nn A
4B x 48 inches,
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Jarge Sabi, T sevior grolerundor [ Gopmmor
Acryhicam canvas, 36 % 36 inches

La fevenda del artisia

Un elemento que motivie mi pasion por el arte ha sido B idea de reclamar
la histaria, un clemento decisivo del arte contemporines progresista.
Fary la exposicion del rescate de fa historia, decidf establecer un didlogo
con la obra de mi ferviente colegn Jorge Soto Sinchez, guicn timbicn
porto una bandera en el territorio de las reivindicaciones histdricas.

Lz obra de Jorge que scleccioné es El Seftor Gobernador 1977, En
estaobra Jorge se burla de los colonizadores espafioles, La picza cstd
basada en una pintura de José Campeche de 1789, B Gobernador Do
Meannel Antonio de Ustdriz, a quien se le acredita la construccian de
san Juan, En la pintura de Campeche, ahajo on ¢l trasfondo, hay una vista
the una calle de San Juan, donde esul en proceso una construccion. Jorge
Soto y yo discutimos este cuadro en relacion al problema de la esclavitud,
loxs primeros peones fueron los Ginos, v los tltimos fueron los africinos,

Al darle continuidad ) didlogo en 1994, decidi representar cn mi tra
Bijor Io que amo 13 leyenda de "ARAWANILL™

La leyendit. como fue recogida por Fray Ramon Pané en 1495, narea que
un dia un hombre Hamado Arawanili caminaba por -t playa, muy afligido
por fa ignorancia v el sufrimiento que padecia su puchin. De sibitg el
capiritu de ks aguus, una mujer lamada Creha, satio del mar v le mostrd
los misterios de los comies (los dioses ), y de los ritos sicromiégicos que
aplecan ¥ dominan a Yauhahi, ¢l dios de la opresion. Entonces Orehi e
ckivy ln maraca, la sonaja sagrada lena de picdeecitas blincas que los habi-
tantes de Borikén hacen sonar en sus conjuros. Al sonide de la marci se
invoci i lis porencias del mundo invisible

Arawanili be trunsmltio o su pueblo bis ensenanzas de Oreli, ¢l espicitu
ded mar, para usi salvir 3 su naclon de la desgricia,

Lorea gue las enseianzas de Orehn fueron el comienzo de ks aroes v 1o
culture. Elinicio en los ritos dio vida g la mdsics, dl areito, o 1 loecaturs ¥
8 las artes visuades. La abrea de Jorge Soto hace un comentario sobee la
pintura de Campeche, Hiblo del dado cawsado por ln opresion. La levenda
de Arawimili alude al hecho de ser liberados del oprobio por medio de 1a
inteligencia. Esma leyenda es una alegoria de un relato contemporineos;
cama Ariwanili. el artista ke ensena @ su poeblo como desarrollar 1z inteli-

penci para liberarse de [ ignorancia v el sufrimdento
M.




JUDITE DOS SANTOS responding to PRE-COLUMBIAN ART

The materials as well as the form of the vessel bave been part of my work
o seamie years The first time 1 otilized similar forms, 1 did so with convas
i serylic, using newspapers as surface, Then wis o work ticled Slangh-
ter Scene |9R5-80, Newspaper has been an important clement in my
work since 1955

The Vessed-Nan is one of the clements in g momber of recent works,
The form off the Vessed-Neag is very stmilar tothat of o boat, bur also cir
rics a number of associations and metaphors that have been present in my
wirk. This vessel has strong symbolic mening to me. [t speaks to me of
the womb, the profecting vehicle towards life It speaks o me of the cof
fim, protecting the remains of the dead. It speaks of the nest thar carries
the human body through many joumeys. Journeys thar can he thaught of
s passages in human experience. Passages thot can speak of teansitions
aned prowth. Passages that in my work have adidressed frmsitions in the
life condition of women in particulbar, Women who have cacricad them-
selves from conditions of silence and oppression into spuces of dlalogue
and liberation, The form of the Vessel-Naw leaves open all associations
tHat can be broaght to mind of the place this form bas ocoupled through-
out human history, It is a space which we can enter into or exit from, in
simple and complex forms. This is a form thar has tent iself o rmal as
well as funcrional tasks. It can travel gasily between uselulness and
(ETEHE

It is very mesningful for me to show my Vessel-Nan side by side with
the T vises. The form of the Thino vase is very close to the Vessel.
Netn, in spite of the difference in scale, The element of time, which to me,
i also of great importance in my picces, becomes emphasized as they
stand side Iy side, Memory, collective memory, human, historical and cul-
tueal memaory can be sharid ina spirit of celebearion and comnunion diee
ti the presence of these objects in one spece. Objects that in themselyves
speak of human commonalities while celebrating cultural diversity,
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Judite Dhis Saongos, Vesse! Ve, 8 mised media
mstallation recresing g Pro-Colomibin vessed,

I}

Tenws pre-Loislumbian vessel froen ihe Dommncan
HRepulee { Yasijs prccolombsing de lis Teinos de Lo
Hepibihea Dlomdnscana i

Taneo los materiales como b forma de b nave han sido parte de mi trabajo
por varios anos. La primera vee que utilicé formas similares lo hice en tela
y acrilico, con periddicos como superficie. Ese trabajo se titulaba
“Escena de la Matanza” hecho en ol 198586, Los pericdicos han sido
un clemento importnbe en mi obed desde 1983,

Vasija-Nan s una de mis piczas fondamentales en una serie de obras
recicinies

La forma de Vasdfa-Naiu ox muy parecida a la de un bote, pero conlleva
und serie de asociaciones ¥ metaforas manificstas en mi ol Fsta nave
tiene para mi un profundo significado stmbylico, Me habla de la matriz, el
envollurio que protege I vida, Me habla del ataid, ¢ que protege los
restos de los muertos, Me habla del nido que conduce el cuerpo a triavés
de numerosas travesias. Viajes que pueden ser interpretados como elapas
vividas denren de ln experiencia humana. Jornadas gque pueden hablar de
bis transiciones v del crecimicnio, Jurmmdas qoe en mi tralajo lon abor
dado s transiciones de la vida vinculada a la condicion de la mujer en
particular: De mujeres que han aguantado etapas de silencio v opresion
las han podico vencer al iniclar el caming bacia ¢l didlogo v la liberacion.

La Formu de Versdfa-Nan se puede interpretar tambidn comwe un cxal
tacion de k forma de la vagina. Vasdfa-Nay deja abierto el espaclo para
tordas las asociaciones que se puedan hacer sobre e logar que est forma
ha ocupade en el curso de b historia de fa homanidad. Bs un espacio por
el cual podemnos entrar o salin, hecho a la ver de lormas simples v com:
plejas, Bsta es una forma gue se ha prestado tanto part creas ritniles
coma funcienales, Pucde vinjar comodiamente demro del ambite de o
urilitario comee del pocrice.

Tiene mucha tescendencin para mi ¢l mostar mi Vasijo-Moo ol lado
de Lis vasijies tainas. La forma de |a vasija taina se asemefa a la de Viasdfa-
Nam a pesar de la diferencian en escala. EL elemento del tiempo, que pura
i jucga wn papel imporeante en mi obra, v adquieir énfasis al aparccer
wraal Rk de I cten. Lo memoria, k2 memoria colectiva, lo memoria hista-
ricit y cultural se puede compartic dentro de un espiritu de celebriwcion v
comunion por la presencia de esios objelos en un mismo espacio.
Crhjetus que hablan de [ solidaridad humana micntras celebran b diversi-
dad culiwral
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RAUL FARCO responding to PAPO COLO

since the beginning of time, History as refied on a two-stroke engine: the
search for power and the need o transcend death, Violenoe and Religion
pree the two pistons thar deive Histoey, The Knile amd the Angel are s
ponls, they choreopraph History inils dunce of death and redemprion, W
faive o choice but w fllow in the footsieps of erowds, But the secret of
this mystery dance lies somewhere between the Knife's poit and the
Angel's st feather.

Chir owvn skl privage History places us froom tome 1o time belore an
pidless web woven with theeads of possible futures. At that poing, we
make choices according to forgotien coordinaes. Today 1 choose the
fomife of PAPCY COLCY and Builed half an angel with bricks. Let them dance:

once g, the same forgoiten dance.
R.E

Ranil Farco, Mo agel (B0 Angel) 1994, Brick and
orment scolpiune, app beight $4 inches

Pajpin i, Artifiat S Keepaiog Sooreds fArtgfacio farg
gveareler seoredns ), 1977, Assembled object, app. heighi
HY% inches

Dalee e comiienen de los tiemipos, la Histori congo con on mobor de dis
tiempos: La hisqueda de Poder v B necesidad de erascender b muerte,
Yiolencia v Beligion son los dos pistones gue conducen la Historia, El
puizl v el Angel son sus berramientas, ellos dictan la corcografin de fa
Histori, £n su dame de muerte v redencion,

Mo podemaos neEs que recorrer casi los mismos pasos de multitudes sin
tiempo, Pero el secreto de este baile del misterio se encoentr en algon
lugar entee la punts del pudal v la dltine pluma de uin Angel,

Muesira peguedis historia partdeuler nos cobrade o en mneo, frente
s v inrerminable tojida con hebeas de futuros posibles. Entonces ¢le-
gimoes de acuerdo o coordensdas elvidadas,

Elijos ¢l putial de Papso Colo oy consteuyo oon budrillos un medio Angel,
Dhspemaosios bailar une vér mis Ia misma danea alvidadi,

ILE




LUIS FLORES responding to CARLOS IRIZARRY

Soon after being invited o participate in this exhibition, | Began 1o con-
sider what form ol dialogue [ could establish with the work of another
artist. Rediscovering Carlos Irizarry's print Biafra (1970 simiplificd my
task, as there are formal and thematic CONCErTS in o wiosrk thint serve o= a
Foundation for dialogue,

Fdecided to create a new waork, that would explore the physical bowmd-
iries berween my and Irizareys work, 1 sought o create a “meeting place”
where a dialogue could oocur, each work lending meaning to the other
and. more importantly, a place where the viewer can join in the
discussion.

Despite being created nearly a quarter of a century aparr, Biagfra ancd
Foter Corners raise questions that have present-day relevance in a world
full of conflice.

(W H

Luis Flores, Deail from his insallation, it
Brquivans { Frar Cormeres), 1994, Mixed-media
instalbigion, coanl Boor space app 98 1 49 inches
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Carlos Irlzasey, Béafmm, 1970 Mo silkscreen,
31 w40 inches

Tan pronto como recibi la invitacion a participar en esta exposicion,
Coanence & considerar qué tipo de didlogo podia establecer con b obea de
o artisti Sioplificd mi @rees ¢l redescubrir Birgfrar (19700, una seri-
grafia e Carlos Irizarey, va que hay en nuestro trabajo un interds por
ispectos formales v temdticos, gue bien se prestan para establecer una
base para el diabogo.

Drecidi crear uma obra nueva, Al explorar los linderos fsicos entre las
dos obras, intenté ceear “un punto de reunion,” donde puthiers darse un
didfogo, donde cada obra le diera sentido a la otra, v sobre todo, un
espacio donde e piablico se puede integrar a ese intercambio.

A pesar de haber sido concebidas con um diferencia de cosi un cuarto
de siglo, Bigfra v Cuatro esquinas, preseatan onas interroganies que
SO pertinentes en la actimlidad: ua mundo sumido atn en los conflicios
vitabes,

L.F




FRANK GIMPAYA responding to AUGUSTO MARIN

The appeil of Augusto Marin's La Borrasca is that it elicits the CUICEEiOn-
ing of assumptions which form the basis for the manner in which males
anil femabes relate 1o one another, In this painting the coupde is placed in a
landscape. in nature: raw, turbulent, coarse. The title means @ storm ae
PEMPesL, OF iTcan @l mean an orgy or revelry, The couple become char-
scters in g version of a universal myvih, We are prodaded to return to the
beginning, o Genesis. Marin's interpretation of this proximity of oppo-
sites reveals the fragile truce Imposed by concepts of beanty and
civilizanion,

The photograph | have chosen to dislogue with Marins prainting
depicts a couple in “civilization.” Nature has been tamied. Architecture
protects; however, for all of that, there is a hine of foreboding, At this point,
I am reminded of o passape feom Susan Minot s shart story, “The Koo

“Something rose up between them and bound them there

The awkwardness was not gone, but for g moment, they coubd not

mawve, They stared into each others eyes, fascinaned by wlui they saw!’
In spite of the “arts,” the primordial condition resurfices with @ furtive
pliEnce,

I'd like 1o suggest the perusal of the Foal lovwimgz:

Susan Minot's LONT AND OTHER STORTES

Camille Paglias SEXUAL PERSONAE

John A, Phillips’ EVE THE HISTORY OF AN HOEA

Fii

I - — T

k s [ e, o
Frank Glmpaya, Embitted ¢35 i i Fhenapriph,
13% = 19%, {nches

Auiguasio Marin, La Sorrasca [ The Tesiesd ), 1963
Ul o masondre, 56% x 4B inches

La wteaccion de La borvasca de Augusto Marin, consiste en B IRCAL
A cuestionar las presunciones en las que s¢ basa la manera en que |os
hombres v las mujeres se relacionan mutuamente, En esta printura la
pareja estl colocada en un paisaje; en ln naturales, en su forma mds
cruifa,

turbulenta, ordinariz. El trulo sipnifica iormenta o emipestad, o pucde
también significar orgia bacanal. La pareja st tormi en protagonists de una
version de un mito universal. Nos fucrza 1 valver a los comienzos, al
Génesis, Lo nterpretacion de Marin de esta prosimidad de los opuestos,
nes revela la fragilidad de la tregua impuesti por los conceptos de belleen
¥ de civilizcion.

[a1 Fotografio que he seleccionado parse dialogar con b pintura de Marin,
TEprescnbt a una pacciil en estado de civilizadion. Lo noineales by sido
domwsticada. Lo arquitecturn los proteje; a pesar de e, se insinda un
presagin, En este punto recuerdo un pasaje del cuente Bl sudo™ § The
Katwest ), il Susan Minot-

‘Algo sugic entre ambos gue los mantuvoe alli, stados.

La torpezs i habia desaparccida, pero por un instante, no se proeilian

mover, e mirason i los ofos, quedando Bscinudos par lo e vigron
A pesar del “arte,” la condicion primordial PCRUCEE Con una mirada
Furtivg

Me gustaria sugeric una lectura detenids de estos libros:
“Lust and Other Stories™ por Susan Minot
“memual Persomie™ por Camille Faplia
“Eve, The History of an Idea™ por John A, Phillips
LR




LEANDRO KATZ responding to TRADITIONAL ARTS

Eight Lowds from Copuwin

These faces emerge from the dense jungle of symbols carved on the
monolithic monuments of Copdn. They are evidence of beings who look
out from the interior of 4 complex universe charged with mysteries, Dur-
ings the Bist few hours of 1957, 60 the midst of a balmy Honduran night,
these monumental stone carvings suddenly turned more beautitul and
more expressive as | concentrated upon discerning their features witl
the help of a small fashiight. Upon coming closer o the faces on these
stelag, 1 had the intense impression of sensing movement in their expres
sions and in thedr figures. It was New Years Eve, there was a splendid
macin, and [was in the middle of a clearing in the Pliza Mavor sureounded
by cuses af photegraphic equipment, Midnight approaching, §decided po
relate my observations o the twio puards in charge of the place. They, in
turn, began to wll me chilling stories counterpointed with £un shits inco
the air, SJust to celebrate,” they said. We were all e rrificd—ithey, by the
ghosts, and |, by their guns—and we hurried o fnish the work, After a
while it began to drizzle amd as we made our way back to the road, thesy
begged me to move quietly when passing under the gigantic ceiba tree, in
which il seems the spirits reside. Out of the corner of my eve, and like
someone leaving a feast, [ could see the idols danclag in the middle of the
Plazn Mayor. A few veirs later, when | saw the Museo del Barrio Collec:
tion, | thought, surely there must be some nlghes (noall ) on which these
Beautiful masks from Northern Mexico gather life, like the carvings of
Copin. Nights on which, full of courage, incorporeal. they risk cri Wi
Fifth Avenue, dodging the vertiginmus onstght of vellow taxicabs, to
enact i nurvelous dance on a clearing in Centreal Park.

LE.

Leanden Katz Siphr Lowls fivar Cranedne § Coho SNeibores
iy Ceytaiar), Dl Feom Pl Cranbrscasd Profoct (5
Porgfecto Collrevapenad ), 19R7, Gibachrome plustigzraph,
1% x 28Y Inches

Diecomative Mask Frosn Goerrern, Mexica [ Mdscara
decarmiva de Guerrem, Méxioa | Pabnbed wood
ape height 1S inches

Ocho senores de Cofrin v las mascaras de El Museo del Barrio

Estos rosteos emergen de una densa maria de simbolos tallados en los
manumentos moenoliticos de Copin y son la evidencia de seres gque se
asorman desde el interior de un complejo universo cargado de misterios,
En las altimis horas del afo 1987, en medio de b perfumada noche
hondurena, estas monamentales tallas de piedra se volvieron sibitaimente
mals CXpresivis v hermosas, micnins me concentrals en clistinguir sus
Facciones con la ayuda de una pequena linterna. Al acercarme i los
rostros de estas estelas, tuve ln intensa sensacion de percibir movi-
mienios en sus expresiones v en sus figuras. Era la noche del 31 de
diciembre, habia una luna estupenda, v yo en medio de un claro en la
Plazn Mayor rodeado de cajas de equipo fotogrifice. Al acercarse la
medianoche, decidi contarles mis observaciones a los dos guardianes
encargados del lugar quienes excitados comenzaron 4 relacarme historias
escalofriantes que entrecortaban con disparos al aire de sus revilveres,
diciends que sédo era para celebrar,

Estabamos wodos aterepdos, ellos, de los Fantasmas, yo, de sus revil
veres, ¥ de prisa terminamos el trabajo. Al rato comenzaba a loviznar y va
de regreso hacia la carretera me suplicaron moverme sigilosamente al
pasar bajo una ceiba gigantesca donde al parecer residen los espiritus. De
reojo ¥ como quien deja un festin, yo veia a los idolos bailando en el
miedio de T Phea Mayor,

Unos afns nidis tarde, cuando vi ko coleccion de Bl Museo del Barrio,
pensé que seguramente ticnen que haber algunas noches (o todas)
durante las cuales estas hermosas mdscaras del Noree de Méjico cobran
vida como las tllas de Copsin y, Uenas de valentia incorpineas, st arrics-
i i cruzr la Quinta Avenida esquivando ¢l vertginose trafico de taxis
amirillos, para realizar una danza macavillosa en un clare del Parque
Central

LK




MICHAEL LEBRON responding to ARNALDO ROCHE RABELL

ihese b psie Arnalcke Boche Babedl's painnnp, Peelea-fioa with Rivltrey the Winves, 3 wark |
creand bwa years mze. This privides for o dislogoe betwecn teo difieren dpprosches o
ComiEdTipary arsnic practioc amd pradicrion i todeds are eeena i spcak b the gues
riee of cuftaral coleoialism

A i native Puereo-Bicin, Mr, Boche, lke many arvises conving from bylseid difral mideus
fimds himsclf in a struggle berosten varioas denands ploced o i artistic CX[TCASIIT N
liiuking back, b ke true 10 his leritage; in looking fBewvand, o comteod with s “Smerici
alzatiin”™ if s colbire do o che peoctrston of the U5 economy and meda—an scue
probleny im Peeroe Rico, whicl is an imatright oobomy of e 115, M Boche inistals combend
with Conlormisl prossoncs in e ot mocken, althowgh the posa-maslermis Impielse leis
increasimgly accomvdaved bsell simncndian e the dilensis of such areisis 0 is-enbsioe of
uilticuliicalisny aod oibier pelitically correct “isms” This trend cin e viewed is a TEE
10 a devichping global coononmy A5 a preuter number of elite consomers of ant EHICREE m
reginnal power centers, they tien 0o colbsciing e dit i both reflective of haedl cuborl
prick: sl the selernist impalse, and tls will o the same e ayve o cache o e dscins-
firnal Erenu

i Biches vwaork falls seqummedy oo this condesd o ousempaery anltaral poctice, and
Fowleaafiort B Eypical of his ociere The layored spplicarion of paint eoi this eois has 2
pliy=igality that eefers o regional rraditiens end gives the woek i5 apiritual and Dnonemic
qpuakity, The anshoguety of s many burnished fcans, wisile suggmestive of canflicts within the
sell wver cubinne, history, chiss, perder or nebomility, A thee simse time Slsa salely sccomio
e klcaliecd projectioms char are reflective of the Poertn Bicin homirgrasisie i thee warld
stage It i this sundand, thin cosciously ar eocigically, Mr Boche sppesrs 14 have ser fior
Riirssell

Awa Pali-Kacan  hall Palesh half Poscrioe-Ricam b 1 s ihie |:lr\'lll|th'.'\'l af o real Wiest Side :‘\:II:IF!.'.
avept that ic Happeocd b Se Louls. T wis eaied ol o dme when there was oo questioning
vy desing Lo assimilaie; thar s, befiore the inventisn of tic Iyphenamed American, |
appruach my culiursl practice through the eves of someose whio ereeives himscll g
descersled T “victinsiecd™ culbures, vl with the memaliny of someone wis daily amd
gttty Fnck himselF immersed b e dominane culiiee | ploy with the contribictiong of my
erailitinn By wekrkdie with A gense - thooght o w \uluur ancl apprcesive, and not having any-
g b i wiith elite ary, of any ari: advenising

iy wenrk spaits with ibe nayihs of sy aml popular caltse, contrases ten w5 Tas-
Ly s sillermtive truths—Iisasr distant and inmmediace— ;e vicws these theouggh the filicr al
e sensuous, maletialising: deaires simulaed by de conmmaéreial ivagery around s, Baohe
credts miythe through his constriction of 2 personsl iconogrepl. | seek in sy work in
decivntruct myths tha are handed doswn oo us By micheoriey

ML

Roms
THE Wies

Michael Lebrdn, ficieg the Wi { Sircanda s
il 1991 Electronically ssembled photacongiosine
Copring, 72'x 72 inches

Arnabdo Boctwe Babell, Mock-g-Boo fcincd ), 1991,
il dm camvas, 77% % T7% nchies.

e clegido junar k2 pantera de Armalde Rovise Babell, Ceen, con Surcando fas S, i fea-
Bijo Bicclvr hace dos anos, Fsio permife susweaenr il difilops entre dos stercamicnia: dis
fmbi= oz prictica v la prodocion arcisecis contemparineas en el Terrena el arie ge by
que pladee s covstiones del eolmyiafisao cudiarl,

Bl 5r Hoche e orlund de Pucris Rico ¥, oo Giios. oiros aisias que provicoen de
meidies Cilsicales hishridos, Hbra oo ol en conies de G e ess exigencias de s crea
cromy arbisblc: af mdrar hacia dn s, ser el 3 s herences: al mdrar hacls adeliise, Tl con b
“amw oz e s colore debicdo S B pesetrackn de e eoomsmi v ke mecion gy
coniss ek e bus lsamilos Ulsdos, Fsie o9 un proflemi iy grove on Puce o R e cH
enteramenie wna colatin B los Bstacdos Pnclis. B Sr Bsche tmabédén tiene que hacer fronte
4 Bis presiones condormisas el mercado de ame, siogee o Tapalse posmidernia se iva
hecho o Inides del dilema gue viven tales aftistas al incluiclos bajo el robeo del
i urliEmo ¥ s peliticanenic en boge, Faa temsloneia se poede ver con
it respuesia sl desaercilo de un economia glolel Coofiarme un moy aieese 0 oo
sumddeires de aric de o clive susge e bis conbros reglonales de pader, s preiende oec
ciomar un arde que 8 vee felloie o onguibe culturs) ook v o impalss madennisn ¢ e
enga prestigio en o werrems intermsciodil,

Fl prbaagn del Se Boche encaja pedectamenie en el condexm de fa pracucs cultural con
fempiiee v Cined cs i ejemplo dpico de sie ol La apliceciin de wna caga de i e
BT i on s eneoe vene ina cisbidad fsien que se relieee  isidicions repsonbes v e
it al drabaps v dimeision cepiviiel v owasica

Micnitis que b ambigiedad de sis mimerrses foones broikos sagicee B nternadicscion
ibe: cimillictos sabae b ouliies, B lsistoria, la clese sovial, of género o B nacionalidsd, mmiidéa
A ey S acomodi s nesgps ey proyecciomnes bealizcs gae son el relleie e
huarpeesil puersirrbquieita en el csocmaris mundial B esig s o con b i ol Br. Roche,
COHISCICTILE W taimicRmenbe, se mudide 3 51 mismin

Say palerriguedo {mitod polses, mitad peertorrigqueds oy of preducen de on Wesl Salc
By verdadern, salvas que Este oo en St Lo, Me eric e ana época duanie [ ol oo
e aestionmaba o desed propio & asimikician, os decic oreci anges de 1o invenciin de b
amwerican sdjerivado, Migocrcomienio o lo précoics cultiesl es o eravies de Tos ajos e
Slgsiien gjus se e il misno o e deseeisdicnie de caltoras “viciimizads® perm gue al
s denspo tene la meengalidasd del e conesestimesnces de culpy catdinnamenae se
encreidea sumcrgido on 1z colivra! dominanee Jaicgn can s eomtradciones de nin condi-
i al bralsijar con un genen que se cosiden yalgar poagresivo y gue no fiene nada goe
ver con el are de e, i cugliguior tapo de arie: piehiscicacl.

Al peEv o comicnEs oo bos mivos die 1o his e v le cnBura (il los contrsds con s
yerslmlos albernativas a la hispsis—ino distinte como mmediste—y e ve s teves del 10
tro el los desedn sensiules v materabes gque estimmlas fas imagenes comerciales o micson
redhedan Rewclee ren mitos al constnsr uns ioonogralin peossml. Fiomi irabajo v proicrsdo

desenzamblar 105 nuicos gue nos impene b sotoeidad
M




RAPHAEL MONTANEZ ORTIZ responding to PRE-COLUMBIAN ART

The mound of earth and broken potiery of the T of Boriguen { Puerio.
Hice ), is for me, contexiually an feon signifier of the frailness and the link
of Borigeeen culture 1o the carth. The Gold on thwe earth | read a5 the Teon
signifier of the precivusness of our Indigenous roots i the Puerto-Ricin
culture. The same Gold that led to the shattering and Holocaust Destroc-
tion of the Boriguen culture by the Spanish Conguistadors, with the bless
ings of the Catholic Inguisition,

Mourn the Destruction of Botiquen. Dig into the earth of our heritage
andd fingd its preciousness. Dig out a Gold Pebble and take i with via Take
a fragrnent of pottery. Keep both as symbaols of the ragility and precious
ness of our Indigencas roots. The Gold Pebble is a symbol of what has
been tiken. The fragment of potlery is a symbaol of that which has been
destroyed—thar which can only be remembered as we dig up the bits and
pigces of our destroved and preciows pase.
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Haphoel Monmives Oriiz, A denving of Bsis mived-
el dnstalagion incarporming goc-Cohmmbian vessels
sl video monizoss, Teard of e Eadies: T G of
ddrdugriesy i Wenrmyunr ( Lagrimas oo Tox fedios L
Sz oe Berfageeir o pveivoria g, tmal Bear
spice apg 1dd x Lo diches,

Towers Tainn pre-Columibsan Bowls from the Dominican
Hegusblic andl Cne pro-Columibdan Thing Viessel from ke
Dxuminicn Republic, coo 1000- 1500 4.0,

| Do cisencos precolombinons ¥ ong vaska precolombina
i los Tainas de La Repeiblicn Dominicanz )

El monticulo de tierra v los fragmentos de ceramica de los indios tinos
de Boriguén { Puerto Rico ), constituye para mi en lo contextual, un icomn
significante de la fragilidad y el vinculo de la coltura borinquedia con la
tierri

El cro de esa tierma representa en mi lectura el icono significante de la
preciosidad de nuestras mices indigenas dentro de I cultura puertorri-
quedi. Bs ¢l mismo oro que provocd el derrumbamibento y ¢l genocidio
de la cultura horicua, causado por los conguistadores espafoles, con la
amuerscin de ln Inguisiclon cadlic,

Hay que amentar i destruccion de Boriguén, Hay que ahondar en
herencia de nuestra ticeni, y encontrar su hermosur; exiraer um pepita
de oro y leviirsela consigo, tomar un fragmento de una vasija, v guar-
dharlas como simbolos de o delicado v de lo bello de nuestiras mices indi-
genas. La pepita de oro coma simbolo de 1o que nos fue robado. El
Iragmento de cerimicia como simbolo de todo lo gue foe devastado, que
puede ser recordado mientras cavamos y extraemos los pedazos v parti-

culas de nuestro preciado pasado destruido
M




JOSE MORALES responding to RAPHAEL MONTANEZ ORTIZ

I had just begun work on the painting, Grectrding Pyramids when |
received the invitition to participate in this exhibit, T chose Ralpk Cirtiz's
Maya Lemi, 1978, as the picce for the dialogue because of the common
element of the pyramid, the wse of color, and for the potentially interest-
ing spatial interaction between his three-dimensiomal piece and my twg
dimensional painting,

Apart from these formal relationships, the intesiction between thazse
works s left for each viewer to interprer and the verbalization af this ¢liz-
liague is deft to those who feel 50 compelled

I thank Ralph Ortiz for his beautiful picce Metva Zewd, Tl Museo del
Barrio for indulging my brevity of words, and viewers for similar ingdul-
gences and for their participation in the dilogue

LA

Jose Morales, Guwsing Pyrrimids {6 wardsmdo
Mrdaeiaeel 1994, Ol on camvas. 94 % 168 inches

2 F

Iaphael Montadhes Ortiz, Aape S © 1975
o Teather fur amd Blue: any cardbpard, app lesipls
ARV inches.

Acibaba de empezar o reabajar en ks pinturi Grarding Pyranids,
cuandi recibi linvitawion para participar en esta exhibicion. Seleccioné
Cemi Maya 1978, de Ralph Ortiz, como T picza st @l didlogo, por
tener ambas en comon el elemento de lo pirimide, el uso del color, § jrar
In pusibilidad de una nteresante interccion espacial entre su pics tri-
dimensionil y mi pintura en dos dimensiones.

Poniendo a un lado esta relacidn tormal, se deja en libertad @ cada
observador para que interprete o interaccion gue hay entre estas dos
obras, il igaal que la verbalizacidn del diabogo, o aguellos EJLh Se sipban
miuy eligados o hacerlo,

Le cloy lis gracias o Bafuel Orriz [ sun Bermosa ez e My, al
Musico del Barrio por ser tan indulgente al paermiticme ser tan parce en la
EXPresm, asi comio tambicn ol piblico, 3 quien be apradezco su [rarticipa-
ea0n en el didbog

LA



LILLIAN MULERO responding to PYLANTE

En fa Cefda (In the Cell) is ar once a tribute to the sacrifice of Lolita
Lebrdn and a portrait of her indomitable spirit”
“Nemelier syve orlerees o iy
rive ol vrre G wre i
i fa floar, ¥ ai sof, va fa el
pert papdon 1 ol sacrificio
e fre Nl
Loshita Lebiron
Puerto Rican Mationalist Lolita Lebeon, known in Puerto Rico as o
Hewrrtara, 1 complete woman, was sentenced (o fifty vears for her part in
an armed demonstration in the US Howse of Representatives on March 1,
1954, Born in the western town of Lares, Puerto Rico, she had lived in the
Unitesd States for six years and was employed in g sewing machine fictory
in Mew York ar the time of the demonstration. She led three make Nation-
alists who, waving a PuertoRican flag from the visitors gallery and crying
“Viva Puerto Rico,” apened fire ar random onto the Aoor amd wonnded
five congressmen. Lebron, the first (o fire, stated in a letter found afier the
icident that the violent demonstration was in support of independence
tor her people. She was willing to die for her country in carrying out this
RRLEEHTE N
Lebrdn was imprisoned for rventy-five vears at the Federal Reforma-
oy for Women al Alderson, West Vieginia, where she actively warked (o
secure the rights of women inmates. Pardoned under the Carter adminis-
tration, she was released in Seprember 1979 and returned w Puerto Rico
Lestita and the Young Lords are living symbols of affirmation and resis-
tance. Lolita paid dearly with 25 years. and the Young Lords were
destroyed by palice repression and internal conflicts. Their stories are a
part of our history and need o be recalled and recliimed,
AL

Lillism Mulero, Lofita v Az fLolite et Atz ),
1964, Mixed-media on paper, 15% 11 inches: Decsil
from the installatson, Ea La Gelvke ¢ For Lodita Latirying
fatal floor space app 96 % 72 inches

A LOS5 YANQUIS
DALE DURD !

Harlante Nevesaper | Pesdtdion Frolaniel 19085, Frinn
the series af illustested newspapers published in
Pewy York City by the Young Lords Paryl 180

En la celda es un tributo al sacrificio de Lolita Lebran, 2 la vez que e un
retrito g su espiritu inddmito.

"MNadie me ordend o mi

met i, me i, medi,

ala Ror, v al sol, va l luvia

vl valor voal sscrificio

de ka Macion”

Lolita Lebedn

Lodlea Lebseda, b naclonalisea puertrrigueha, considerada en Puerto Rico
oo und hembea, won mujer cabal, fue sentencisds 3 cumplir cincuent:
anos de prision por su participacion en una accon armads, en la Cimara
de Representantes de los Estados Unidas de Norte Ameérica ocurrida el
primere de marzo de 1954, Habia nacido en Lares, un pueblo en la réghin
ocidental de Puerto Rico. Vivia en los Estados Unidos desde hacia scis
anos, ¥ era operaria en una Fbrica de axiquinas de coser en Noeva York,
en el momento cuando se efectud I accion. Blla iba i la cabeza junio ;i
tres varones nacionalistas gque ondeaban una bandera puertorriquena
tesde la galerta de visitantes, y quienes al grito de *Viva Puerto Rico!,”
abricron uego apuntindio al azar sobre ¢l piso, dejando heridos a cinco
oungresistas. La Lebron, la primera en disparar, dejo dicho en una carti
encontrida despuds del hecho, que tl acto de violencia era en apayo de
bt independencia de su pueblo. Ella estaba presta 3 morir por la Patria, en
el cumplimiento de esa misicn.

Lolita Lebrdn estuvo encarcelada por veinticineo afios en ¢l Reforma-
toric Federal Para Mujeres en Alderson, West Wirginia, donde se dedicd
intensimente a velar por los derechos de las demas prisioneres, Fue indul-
tack durante la presidencia de Carter, siendo liberada en septiembre de
1974, prra regresar a Puertio Rico.

Tanto Lolita como los Young Lords, han sido simbolos vivientes de
reafitmicion y resistencia. Loita pagd un precic may alto durante veinti-
cinco anos, al igual que los Young Lords, quienes fueron victimas de
represicn policiaca, ademis de sus conflictos internos. Su pasido es pirte
de nuestra historia, la cual necesita ser recordads v redimida,

*** Nota: Datos biogrificos tomados del libro “Cantemporsiry Wormnen
Authors of Latin America,” por Glorlas Wildman.,
L.




NESTOR OTERO responding to RAFAEL FERRER

My chader of Rafzel Ferrer's socio-political maps for my ‘dinlogue’ was
largely determined by my affinity for their subject matter. As a result,
these maps became @ sor of probogue 1o e process involved in Creating
the pieces that | am presenting here. This was an intermal and refesive
process, af opposed 1o Ferrer's external amaly=is, 1 feel that botl these
peographies deal with identity and process.

Documentation I and I are two individual Heces meant to comple-
ment one another. The first is more symbaolic, and requires the visual asso.
clation of its elemenis. The second. g wall installation of objects, was
created by collaborating srtises. This collabaration is the resul of an inter-
est | have always had in creating a work where the R0 I8 0 8 certain
degree wnnuled, if not transformed. The artists in this visaal CONYErsarion
ares Blins Adisme, Méstor Barredo, Papes Colo, Marcos Dimas. Eric Bt
Pedro Lujdn, José Moriles, Dhaes Rivera, Glaria Borlrigues and Mel-
guiizces Bosario,
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Mestor Obern, Drawing fior the mised medi installaton
LRacremesetaciein ¢ docimeniasiog 5,

Bativel Ferree, One print from the serics of five, farini
oo fa dwder { Fetamal's Tavlel 19700 Lirtwmraph,
2t x 17 inches.

Para mi diilogo, escogi los mapas de Rafisel Ferrer ¥ S0 pitisaje Socie-poli-
tico, Estos mwe sirvieron de peodogo a una Brogralia interna de refleccidn
inspirado en un viaje externo de vivenciy Lonsequentemente la peogra-
fisl s transforma en metafora ¥ cambin, Documeniacivs Iy I, son preo-
tuctos de este proceso.

Dacumentacion Iy I, son piezas individuales que se complementan
und @ [ otra. La primera es mis simbidica, v depende de la gsociaclon
Vistal de sus elementos, La segundil s ung instabicion de ehjetos, dier de
ellos creados por otros artistas en forma de colaboracion. Esta colabora-
cidn forma parte de un interds que siempre he tenido en crear un trabajo
de arte donde el epo hiassi cierto punea se anuk o se ransfoes, donde ¢
Proceso creativo e8 colectivo en su apreciacion, Los artistis de TSl Can-
versacion visuil son Elias Adasme, Néstor Barreto, Papa Cole, Marcos
Dimas, Eric Egas, Pedro Lujan, José Moriles, Dhara Rivers, Gloria
Rodriguez v Melguiades Rosario
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CATALINA PARRA responding to RAFAEL FERRER

I selected Hafael Ferrer's picce, fslands Tale, because Dsaw i i a foemal
and a political conmection with my piece, Tesffmony,

T me, Ferrers piece is a reflection on Puerto Rico as an independent
lamdl, as an istand with its own borders and as a land that has been there
long before 1492, From a formal point of view, it reminds me of 3n x-ray of
thee island,

My picce has to do with the manipulation and foreign intrugion in Cen
tral America, which was also here long before 1492 As “Americans” from
the “Americas™ we want to reclaim hiseory reminding the viewer that our
territories were here and thar our sancestors were here before the
discovery

I also want o challenge the viewer to think about this, and w0 consider
whal it means.

e

Cataling Parra, Festiaray { Teetfonomin ), 1957, Mixeel-
mcdia, 28 x 22 inches
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Rafisel Ferrer, One prist from the series, Sronke o
fafva  Tatarat's Toke b, 1974 Lichograph, 200x 27 inches.

Escogi ki obra fstaria de la sl de Rafael Ferrer, porgue vi oo ella una
afinicia com mi chra Festdmeonéo, on e aspecto formal v politice,

Fara mi su pice es un espejo de oo gue es Puerto Rico: una tieera inde-
pendiente, umt iska con sus propios linderos, an territorio que va existis
desde antes del 1492, Desde una perspectiva foomel, me remind @ una
especie de radiografia de L sla

El contenido de mi pieza tiene que ver con la manipulacion v bz inteo.
mision extranjera de la cual ha sido objeto la América Central, una tierra
e tene su progin existenci desde antes del 19592,

Com "americanes” nativos de "Las Américas,” gqueremos rescatar Li
historin al recordarke al espectador que NUESIEOS tErrilorios va existin,
que nuestros antepasidos ya estaban aqui desde mucho antes del
descubrimiento.

Chuiero también lanzarle un reto al publico, para que reflexione sobre
Poder wsto, pard gue piense encel verdadero significado gque esto endcierr
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LILIANA PORTER responding to EL MUSEO’S COLLECTION

The ideas of fragmentation and appropriation, both present at the oot of
a considerable part of my work, take on an added dimension in the work I
propose to show in this exhibition. The fragments which make up my col-
lage are reproductions of images in the collection of EIl Museo del Barrio,
It is my intention to establish a dialogue with (hese images, and amongst
these images, in such a way that they may become a part of my own
discourse
The guiding force behind the idea of articulating these specific images,
has been, more than anything else, the effective identification | hive: wich
the world of community artists which is the lounding principle of El
Museo del Barrio,
Ly

Lus ideas de fragmentaciin v apropiacion, ambas presentes en b base de
huena parte de mi obra, toman una dimension particular en el trabajo gue
Propongo para esti mucstr. Los fragmentos que constituyen el collage,
provienen de ki reproduccin de imigenes de la coleccion de El Museao
del Barric. Es mi intencidn establecer un didlogo con ellas v de ellas entre
&1, en forma tal gue se vochvan parte de mi prapio discurso.

Lit idea de articular estas imigenes especificas ha sido gudada antes gque
ada por una identificacion afectiva con ese mundo de los artistas de 13
comunidad que ¢8 fundamento de B Museo del Barrio,

LR
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Liliana Poerier, | Thoiail | Codfage de b 104 ¢ 10980 Stroed

Cotlvgel, HEH Mixed-medis collage incorporsting
ey al works from the Permanent Callectimn of
B Myisene el Barcst, 3bx A0 incles,
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SOPHIE RIVERA responding to JUAN De’PREY

While reflecting on various possibilities for this exhibit 1 was stactled oo
firied that several artises had chosen from Bl Museos collection images o
various media thiat were remarkably congruent both structurally and
dynamically with their own work, 1t was only Bater that | realized that the
profound resonance between the historical work and the COnEmporary
artists’ choive is emblematic of the extraordinary powerful psychohistori-
@l currents in the Latino community at large.

Why, for example, did 1 choose one of my own photographs of @ mother
and child and, from the collection, a painting of De'Prey depicting a
mother holding a child? Was it the formal quality of the simifare focus of
the two images? Both images revenl & sense of knowing, inniscence—an
almost ethereal glow surrounded by rectangles of space. In g different
incarnation would | pertips have chosen sister images of greater disso-
nance? How will the younger generativn of Latino artises deal with their
heritage? These are crucil questions that hopefully this exhibit will help
oy crysiallize,

Clearly the profound complexities of childhood resonate across the his-
toricaltempaoril divide In reclaiming our cultureal heritage it is necessary
e b aweare of all textual and subrexual rhythms and dissonances.
Although my Lating heritage is vital (o moy funciioning 45 an artist, it is
cssentinl to understand its multificeted roke in the artistic production.

HH

Sophic Rivern, Mather and Child in o Sabay | Masdee
@ iz e el trest snitafersdmen b 1981 Photograph,
21 % 21 incles,

32

Joan Dre'Prey, Padiiied (Sl Sk ), 1992, 06 o0
bsard, A7 % 235 inches

Al reflexionar subre bis mumerosas posibilidades que me planteals esta
exposiciin, me quedé sorprendida al percararme de Guee VIrlos (TS Gay
habian sclecoionado de la coleccion de Bl Museo, indgenss expresadas
en distintos medios artisticos, qoue erun considersblemente CONErLEes
con su propia obra, tante en ko estroctural como en sus aspectos dini-
micos. Solo despues pude notar que la bonda resonancia enconteds
entre abras histonicas v la selecciin de |los artistas COIEMPOriness, g5
emblemitica de b extraordinaris v poderost corriente sico-historica e
cxiste dentro del seno de la comunddad latineamericiana,

Por qué escogi. por cjemplo, um de mis fotografias, una madee v ¢l
nifio, ¥ de i coleceidn, una pintura de De'Prey representindo o una
nudre con un nifio en kos brazos? Fue al vez por b cualidad formal en la
sumilaridad del enfoque hacia las dos imdgenes? Ambas revelin una sensa-
cion de sabia inocencii—un brilla casi etéreo rodeado por rectingulios
espaciales. En una diferente reencarnacion, shubicra yo seleccionadao
inedgenes andlogas de tal ver mayor disonancia? ;Como se enfrentar b
joven generacion de artistas Biginos 2 su herencla? Ojali que esta exposi-
ciin ayude a aclarar y a eristalizar estas inferrogancias T TR TR
cruciiles

Es evidente que B profunds complejidad de B nifies resuena 3 rves de
la divisién histdrico-temporal. Al reivindicar nuestea herencia cultural, es
necesarie lener presenics todos los riomos v disonancias dentro del con-
Xt w51 come los intertextuales. A pesar de que mi berencia Iatina s
gy vital para mi funcionamiento como artista, es esencial comprender
su papel multificetico dentro de B producchon artistica
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ANGEL RODRIGUEZ DIAZ, responding to HIRAM MARISTANY

I chose Maristany's photograph “Young Lowds Rally” at the Puerto Ricin
Farade in the 60% because it purtrays an issuc still relevant to us today.
The woman at the forefront of this mlly who waves the Puerte Rican flag
shows the conviction of her belicf and her resolution 1o be an active par-
ticipant in this political manifestation. Here is a recond of an instance in
the long political struggle of the Poerto Rican people to take charpe of
ouer et destiny as 4 nation.

This photograph has been a powerful reminder 1o e of the S0M) vears
of sccupation of our islind. In the face of the series of political events that
took place 1ast year in the Pocrmo Rican Lommunily, among them g
plebiscite w decide our political status, 1 felt compelled o address fhe
wssue of natkomal identity in my painting—since exploring issues of lden.
tity has been important in the development of my wark.

The painting Freefy Associgted State is a self-portrait that reflects on
the state of affaies prevailing in Pucrto Rico toxlay. My Face is 0 metaphor
that dramatizes the “status quo.” My eves are blindfolded w the Puerio
Rican flag and my mouth is gagped by the American fag. My imprined
vision represents the uncertain future Buicled by the decision 1o remain
uncompromised by a definitive political stance. The B symbolizes the
mascaryde perpetrated by the American puvernmeni o make believe that
we Can exert i change in our political reality by voting in a referendum.

Although my face is masked by these mitional symbals it is lit with
harsh spotlight—as if in 2 moment of avikening realization. The pateern
of my shirt, with its explosion of iMages, cremes an emotional state gt
dlludes to internal turmaoil, The blue drapery and the emerald green
aliage, in their graphic rendition, evoke the idealized lindscape. the mest
important symbol of the Puerto Rican national identity,

As an artist and a Poerto Rican, | am lacing this historical political junc:
tre. We as a people have to reclaim ouar history and challenge our e
sent o make changes possible in our destiny.

AR

Angel Rawlrigues Diae, Ferada §itemernie Asocido
(el Associated Sfare), 1994, (Hl o paper mameed
o suivas, 32 % 24 inches
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Hiruim Maristany, Uniifed (5 Evale ), cn. 19708,
Black and wiite photograph, 7 5 15% mches

Escogi la fotogratia de Maristany, Marcha de fos Youing Lords en of desfile
frieertortigiierio, porgue Muesto an problemdtica que aln es pertinente
pars nosotros. Bsto es un disto de un momento histérieo en la barga lucha
politlca de los puertorriqueios pare decidir su desting comao nacica, Li
mujer bortcua en primera fila ondeando la bandera JUCTTOET g i
dlemucsin convicckin en sus idedles v b resolucidn de ser i petiva Lt
ticipante en esta manifestacion politica. Fsta foto ha sido an polerosn
recardatorio de los 300 afos de ocupacion de nuestra Bk Por o LANIEG,
en vista de gque el ato pasado ocurricron una seric de eventos politicos,
enire eflos un plebiscito para decidir nuestro estatus poditico, me scil
ubligado a abordar el asusto de 1 identidad nacional chomi e, va
que b exploracion del problema de b identidad ha siclo imporeaime en ¢l
desarrollo de mi trabajo,

Lo pintura, Extaedo fbremente asciadn, s un autoretrato que reflejs
el estado de cosas que prevalece en el Puerto Rico de by, Mi rosteo
como metiforo dramatiza el “status quo.” Los ojos estan vendados con
la bundera puertorriquena y la boca esti amordazada por la bandera
rartcamericana, El impedimicnto de la vista representa 3 incertidumbre
ante el futuro guisda por una decision de mantenerse nao comparometicho
ante una posicion politice definide, La mordaza simboliza la iyl
perpetrada por el gobierno norteamericana para hacernos creer gL
podemas efectuar el cambio de nueestra realidigd politica al vortar en
un referemndum

A pesar de que ol rostro estl enmascando con esios simbsilos naciomiles,
estil iluminado por un foco de lue intensa, como s estuviers despertundo
en el preciso momento de L toma de conciencin, Los disenos de mi
cAmisa crean con su exploston de imiagenes un estado emocional L
wlude al conflicto interno. Bl cortinaje azul v el follije verde esmeralds 1
b grifica manifestacion evoean el paisaje idealizado, ¢l simbolo més
importante de I identidad nacional pueriorriquena

C.oma artisti y pucrtorrigueio me veo frente a una historica Covuntura
politica. Como icidn tenemos que relvindicar nucstra histors v desaliar

nuesteo prosente para cambiar nuestro destino,
ARD




FREDDY RODRIGUEZ responding to RAFAEL TUFINO

Sugarcane Cutter { Homape)

When El Museo asked me to participate in this exhibition, | was already
working with the theme of sugarcane and its culture as part of my L TLTE
ing work about the history of the Carlbbean, So, it was natural for me o
choose the woodcut The Sugarcane Cutter by Rafacl Tufifo, npreten-
Hious and small in scale, this powerful image is the essence of anonymity
It is as if the two people in the woodcut were never made o look g b
see beyond the immediate area they are working on. They hide their
souls. They work like beasts and they live under even worse conditions,
W never seem oo know much shout these people, W are they? How do
they get there? Why do they do this kind of work? Nowhere does one Rod
prick: in the practice of this ominous oceupation. The sugarcane cutters
are turned into bagazo. Bagaro is the Spanish word for the remains 0|
sugareane after everything has been tiken out of it [t is useless.

The working and living conditions of the sugarcane cutters have
remained very much the same today as in the sixteenth century. For
decades, even centuries. these anonymous people have carried the ccon
omies of many countries on their shoulders. With this work | want to
acknorwledee and honoe them

Eit

Rafael Tulii, Cortacor di caviv { Sugarcane Gulter )
Lnicuir, 22 % 18 dnchies,

Corfador de cana (Homenaje)

Cuando El Museo me pidio que parficipars on estn exposicion, yo veni
va trabajando en el ema de la cafin de amicr ¥ su cultura, com parte del
desarrollo de mi trabijo sobre la historia del Caribe. Por Io Lo, foe
Higico el que escogiera b xilografia Cortador de caria de Rufael Tufifo,
una ohra sin prefensiones v en peguena escals, Est poederosa imagen es
la esencia del anonimate, Bs comao si las dos persenas en la xilografia,
hubieran sido concebidas para que nunca levintaran la vists del suelo
para ver mis alld del teereno donde esean trabajando, Ocultan sus almas,
Teabajan come bestia ¥ viven peor amin. Parece uE Nunca vamas a saher
nada de estas personas. JQuiénes son? ;Como legarom hasta alli? jPor gué
hacen ese tipo de labor? No by un sdle lugar donde se pueds encontrar
dignichad e da pracucs de estn ominaosa ocupaEcion. Los cortadiores s con
vierten en bagizo, Bagazo e i palabra praira el residuo de fa coia después
que s le ha extradeo wdo, Coardo ya no sirve pars nadi.,

Las condiciones laborales y de vivienda de los cortadores de cafa no
han variado mucho desde el Sighy XV Por décadas, in por siglos, estos
seres andnimos han cargasio sobre sus eapildas las coonomias de muchos
paises. Con estd obra quiero hacerles un reconocimiento v oremlicles

Fredily Rodrigues, Mourosiae of corfador de cofio homemije,
{ihmmage i W Sargererninie Credfor ), 1994, Mived malii, e
soulprurs app beight 68 inches .
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JORGE 1115 RODRIGUEZ fesponding to RAFAEL FERRER

I selecte Hifae) Ferrer Fieoian because ¢ POrtruys phy Gireier Antilles
of the Caribbegn Se, The Ishingls of Cuha, Hispanigg, Al Pugpgo Rico
woere the fipsg LErritaries ENCOUNtered py Christopher Columbys dhuiring
tri= Voviages. Thejr Griginal Cultures {".IEu'nc:-.-lr.-maJ-: il Larihy ) Wre
changed ineg @ European one throngepy Colondzario In addition thege
islands served ;i hosts fiup mamy whir woglg buter COMuer the Aztees in
Mexicn, the Incas in pery and othey Significzng Inligencayx ETOres thar
were invaded gy LT ATEN This changed 1l Crlirse of histary
dmmath'alh.:

(IS

Ralael Ferper, p, Titln
slper, Ay 4 nciaes

{#etiou ), Chil prsaef ag P

rog las Primeros CIEibrins CHCONrgas PO Cristoifg) Lalein diprsnge LI
Vidjes. Las cultupas aboripepes Claino-aruges ¥earibe ), fieron Iransfor-
middas por foe SUNIpens oo |5 colonizacigg, Estas jslay Sirvierom tambyieg
e Albergue parg Muchos de os que luege se lnzran wla conguisty de
T Mperios g Chden Méxicn ¥ quechua en g Perir, ademsds e otrag

e SN sorbing e Bt reveTSicin Crviprg a6 Awociniieg | IMportanges Culturay indigenas qeee Tueran Invadlidas v aniuilidas, Fspe
b I ¥ T ficeliy Inseallatn, spp Peijgtar § 42 hechin cambid ¢ Curs de | historiz e e elrimdriey,
Nl LLW.
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FERNANDO SALICRUP responding to FERNANDO SALICRUP

¥isual communication is 1 unique means thit man uses 0 confroar his
wirld. e More Time Columibis wells us of 3 discovery of people and
Lanad as it was tasght to us by edocators in grade school, As time MAOVES O,
and as we geow up, we retain the restless desire that we had as children to
be free. Man’s progress continues to be measured by his keeper—Timwe
Little has changed from the past o dhe present.

In Disaster Columbus | am showing some of the negative realivies
that we inherit in this era. Most people are satisfied by just putting
another lock on their door, As vou loak into the leaves, eves and sur-
rounding forest in the center of my painting, vou will see a communicy of
souls imprisoned. This is representative of communities that have been
distanced from nature by the cages that are built around them, Inside
these communitics, the [ndividuaal digresses friom bis or her nner nature
to conlorm to outer forms of reality, This constitutes a megrative change,
which is ongoing in our communities and in our Immediate
COVIFOIments.

s

Fernando Salicrup, S ser s, Coddw (One More
Tiwe, Codurbcs ), V978 Acrylic on Finen, %4 x 44
ishies

La comunicacion visual es una manera Gnica que el hombre utiliza pars
hacer frente al mundo. Unea vex mids Cofon nos cuents acerch e un
descubrimicnto de tierras y personas asi como no o ensefiaron los MLES-
tros de escuelas. A medids que pasa el tiempa, al crecer, guardamos el
inquictd desea de ser libres que teniamos desde pequetios. El progresa
del hombre ain o mide su guardidn: el tempo, Poco ha cambisdo del
pasado hasta el presente,

En Desastre Coldn, muestro aliinas realidades negarvas que hoy cn
diz hemos heredado. Casi todo el mundo se conforma con anadir o
cerradusi a su puerta. Al mirar hacia las hojas, los ojos v el bosgue que los
roddea en el centro de mi pintura, se puede ver una comunidad de alms
aprisionadas. Esto representa las comunldades que se han alejado de k
muraleza mediante las jaulas que han sido constroidas a su alrededor,
Dentro de estas comunidades, el individuo vire de su propia narurabea
parn conformarse 1 las formas externas de la realidad. Esto COnNAtiluye wn
; cambyio negative que se esti desarrollando en nueseras comunidades yien
Pernzndo Salbcrup, Desasie Codtor £ sater muestros ambicntes circumndantes,

Colummbr), 1994, Acrylic on canvas, 58 % 60 inches o
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JUAN SANCHEZ responding to PALANTE

New Flag 1994

As Dwas looking through the many Pa'lante newsletters and NEWspapers,
I couldn’t help but realize the wonderful legaey the Puerto Rican You ng
Lords Party left behind, These yellowed pages reflect an historical era that
must not be forgotten. We must talk and teach our children about our
histosy, pain, struggles and dreams. We must talk o them abour the Puerio
Ricin Youngs Lords and the battle they waged against racism, palice bru.
tality, sexism, poverty, imperialism and colonizlism in Puerto Rico and in
the United States, Our children shoold understand why paoverty and indig-
nanon continue to exist today. When | was a teenager their voice Mong
with that of Malcolm X gave me the historical, political and colturg] con.
WXl for my existence, and that gave me the conviction and drive to the
kind of art [ am doing.

These pages demanded for the freedom of the five Puerto Ricin MNatio-
alists and political activist Carlos Feliciano, Lolita Lebron, Rafael Cancel
Miranda, Irvin Flores, Andrés Figueroa and Oscar Collazo have long heen
released but our colonial reality has not. We presently have over 20
Puerio Rican political prisoners and prisoners of war. Many of them have
hecn in Morth American prisons well over 13 vears.

For this exhibition | designed a new Puerto Rican flag, This flag repre
sents ol alter five hundred years of colonialism. This Nag has ome side in
Mack and white with a photograph of a bare chested man and WO,
their identity obsoured by a Puerto Rican flag. This photograph symbal-
tzes our brothers and sisters who are in prison because they are freedom
fighters for Pucrto Rican independence. On the bottom half of our new
lag there is an inverted image of pur beloved peasant jihane from Ramdon
Frade famous 19405 painting, El Pan Nuestro de Cada Dia ( Our Dhaily
Bread ). This new Flag represents our never changing situation and i
shauldd be reproduced and distributed by the hundreds of thousands o
remind us that we must do something about all this. Let's Inok 2t those
Pa'lante newspapers again,

5

Juam Sinchez, Voo Sordens (New Flag ), 1994,
Fhian leser print dipeyeh, %1 8 107 mnches
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Fo'lante Merspaner { Portdeioo Paliabe ), 1969, From
the merics ol llnsrated nesepapers pablished iy Mew
York Chey by the Yomng Londs Perry:

Nuernowk baindera 1904

Micntras hijeaba una cantidad de boletines v pericdicas encaberados pOr
Pa'lante, ne pude dejar de percatirme del maravilloso legado dejado por
¢l Puerto Rican Young Lords Party. Estas paginas amarillentas reflejan una
epoct historica que no debe ser olvidads, Nosotros debemos contarles v
enscliardes a muestros hijos sobre nucscra historia, sufrimientos, luchas ¥
suenios, Debemos hablarles de los Young Lords puentorriquedos ¥ de las
batallas gue se libraron en contra del eacism, la brutalidsd podiciaca, el
sexismo, |a pobreza, el imperialismo v el colonialismo en Pucrro Rico ¥
en los Estados Unidos. Nuestros nifos deberian comprender el por fue
todavia sigue existiendo el racismo. v la indignacion que esto Provoca,
Cuando yo era un jovencito, su mensaje 3l igneit] que el de Malcolm X, me
dieron un contexto histérico, politice v cultural, donde hasar mi existen-
cla, ademis de Ia conviccidn y el impulso para crear of ripo de arte con el
curitl estoy comiproamctido.

Micniras paso la vista por estas paginas, veo e reclamo por b lberd
il los cinco nacionalistes pucrt wrriguenos, vl activista Carlos Feliciuno.
Lolita Lebedn, Rafael Cancel Mirandz, Irving Flores, Andrés Figueroa v
Uscar Collazo hace liempo que fueron liberados, PErO 0 #51 nuesira
situacion colonial. Courre que en la actualidad tenemos mis de 20 prisic-
neros politicos ¥ de goerre. Muchos de ellos han estado en cdreeles nore-
AMMETLCANES por mas de 13 iafos,

Fara esti exhibicion he disefado una nueva banders puertorriquedia
Esta bandera serd el simbolo de nosotros, despuds de guinientos bahos de
colonialismeo. Esta nueva bandera tendrd un lndo en blanco V NEECG Con
una fotogralin de un hembre con el tomso desnuddo, junto 2w mujer,
cuy identidad esti oscurecida por una bandera pueriorriguens. Esia
fotografia simboliza a neestros hermanaos v hermanas CJUC CRIAMN eTaroe-
fados por ser luchadores de b independencia de Puerto Rico. En la parte
inferior de nuestra nueva bandera habrd una irmagen invertidi de nuestro
querido jibaro, tomada de la famosa pintura de Raman Frade gue dara del
1205, Bl Pan Nuestro De Cada Dia. Fsta nueva bandera represcnia
nuestra invariible situacion cobonial, la cual deberd ser reproducida ¥ elis-
tribuida en cientos de miles de COPRs pard gque nos recuerde que
debemos hacer algo. Miremos de nievo esos pericdicos Pa'lante.
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PAUL SIERRA responding to MYRNA BAEZ

It’s been said that one of the primary requisites for the existence of a para-
dlise s that ir mast firsd be lose

The work by Myrna Biez November 1976 reminds me of my exiled
father, slways reading the papers, searching for news of his lost ome!
paridise, My father is eighty-five vears old, The hard reality that his dearh
will happen away from his beloved Cuba is everpresent in his mind,

With the passage of time, the country he once knew undergoes changes
ang the exile becomes a stranger even oo his own land of ik, DNBerent
now from his countrymen because of the personal vxpericnoes thar seq
him apart, he becomes a hybrid. To appease his feelings of alienation, he is
driven to search for news of “the old countey” or the companionship of
arthers like him.

This cmotional isclation s but @ part of the troe tragedy of political
turmil. The economical and politieal *mistakes” made 40 the name of
sorial progress come at a teerible buman cost—a staggering number of
exiles, countless broken fmilies and the incalculable hman sultering
that ensuwes.

The high price paid by these immigrants is what the prorEriit of my
futher—Fibe evife—is abour Barred from his native bomeland 2nd unable
tar find his place within the context of & new sociery, he retreats to a psy-
chological corner “in the past,” another displaced person amoig the 54
million in this world,

Myrno Biez, Naedonhre FO7E { Noeiler JOTG L
A7 Adrylic on cumas, S0 x 60 nches

Ea.

de ha dicho que el requisito principal para gue un paraiso exista, es ¢l
haberlo perdido antes.

Li obra de Myrna Baez Noviembre 1976 me recucrda a mi padee on el
exilio, siempre leyendo los periodicos con avidez, a la buscpueda de nots-
cius de su perdido horgar/paraiso. Mi padre tiene ochenta y cinco aios, La
dura realicd de que la muerte b sorprenda fseea de su bienamada Cuba
AL SICMPre Preseiie Cn sus pensamiciios

Con ¢l paso de los ahos, el pais que v vez conocid ha sufrido infini
did de cambios, v ol exilado se va a convertic en un exteafio ¢n su propia
terra. Diferenciado ahor respecto a sus compatriotas, dado a las expe-
rEenCias que Ios separan, se forng en un ser hibrido, Para aplacar el senti-
micato de enajenaciin, se bine o la bisqueda de la noticia del “viejo [rars”
i la compuafin de otros comea ¢,

Bsta soledad emocional e silo una parte de la verdadera tragedia
detris de ks convulsiones politicas. Los “errores” ccondmicos y politicos
cometidos cn nombee del progeese secial, tenen un alto costo Bumsng—
un impresionante nomero de exilados, innumerables lazos de familia
eotos—y como resultado el incalculable sufrimiento huming e
cranlley

El alto precio pagado por estos inmigrantes, es ¢ tema de B exilio, ¢
reteato de mi padre. Desterrado de su patria, e incapacitado para encon-
brar un espacke dentrd de un nuevo contexie socil, &1 se asilz sicologica-
mente en un rincon “del pasado”; otro desplazado mis, entre los

cincuenta millones de seres que existen en este munde.
Pl Sferra, T Exile (E] exilado ), 1985, Ol an Py
cEnvas; 54 % 40 inches.
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JORGE TACLA responding to RAFAEL TUFING

Lchaose this work of Rafiel Tofifo because its formal content describes 3
preoccupation that his always nourished my art—the minority discouree
and its relation o Jroweer,

This type of image is engaged. In part, in all the socrows and Hisaritics
that inform the history of art, and also in the history of social strugghes,

I would not say that this preaccupation dictates my wirking process,
However, i1 helps te enrvich the development of my themes and mees.

phoric constructions,
1T

Rabael Tufiio, (e £ 5in tifeda b ca 1950
Linocur, 200% % 12% enches. Fromn ibe prortiolio &7 Bues
Ll ! BF Bl ey { The LTy {nﬂ;ﬁr-'mmdimﬁujl.

Ercopi esta obi de Ralael Thufifies, Porgue sy contenida formal L
umi de a5 preccupeciones que siempre i alimentado mi ereacion artis-
ticu—el discurso de las minorias ¥ su relacion con los organismos del
posiber,

Este tipo de imagen se CUHMPrOMmete en parte con rodas lis penas ¢
iniquidades que han veurrido o1 L historia del arie Vambicn en kr bisto-
i dhe Lis fuchas sociales.

Yo no dirfa gque eses precoupacion doming mi Procest creativo, Sin
embrago, avuda a alimentar ¥ ditinspiracion a todos mis temas ¥ COmep
Jaege Tacla, fn Besuwen (Etre mediod, 1957 0 an clones merafibricas.

ANV, G x G inclies, 1T
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NITZA TUFINO responding to PRE-COLUMBIAN ART

The Crossrods

The Taing Indians were close to nature and they understood its
resources. They respected these, and were careful of how they used
them. They were inspired by the gods of nature, especially the god of fire
How important to them was fire? Was it important for heat in the way that
oil bs important foe us today? 1 ask myself, where are we going? Do you
know where you are going? The small child who is dressed in European
clothes bs a Latin American development on the Catholic ides of Jesus. He
is called £ Wiio de Atocha, and he, like other beliels, in time became a
pairt of the New World, Ssf § Elegpng ) the stone face with cowry shiells,
wits alse browght to Latin America, A belief first shared by the slaves from
Africa, Eleppud is now the god who can open these roads or clase them,
All these beliets are interwoven into each ather

Mow. pur resources are money. We buy a bottle of warer, and we must
pay fior our fuel, 1s our world all that we buy and all that we sell? Are we
gotting less humant bess spiritual? more greedy? We have less tolerance
tor each other. How important are material things, or can we live with less
anl bt healthier and live more productive Tives?

M

Taino pre-Columbden fdarmes from the Disminican
Repalalic, { Advrmos precolombines die los Taimos de la
Ibepeibdica Demninicana p

Los indios tainos vivian en proximidad a la naturaleza y conocian sus
recursos. Sention respeto por ella v la utilizaban con culdado. Becilian
inspiracion de Lis deidides de b natoraleza, en especial del dios del
fuege. JQue importancia tenia pare ellos el fuego? ;Fra importante para la
Cilefaceicn de ke manera en que el peirdleo os importanic para nosotros
hoy? Yo me pregunto, jhack dinde vamos? Sabes oh hacka dinde vis? En
mi obra el nifio gque et vestido a I manera europea es o resulesdo Jati-
noamericanc de la idea catalica de Jesucristo. Se lama B mivio de Afocha,
tanto £l comé ambién otras creencias, pasaron a ser parte del Nuevo
Mursdo. Eshu { Eleggua ) el dios con el rostro hecho de piedra ¥ carncnles
ciuri, fue tamibicn tradde o i Américh Lnina, Siendo ung creencia origi-
nidlmente compartida entre los africanos traidos como esclavos, hay e el
dios Hleggui, el que puede abrir o cerrar los caminos, Todas estas creen-
ciis estin mesclidas s con Bis ol

En la sctualidad, nsestro recurso es el dinera. Compramoas uns botell
de igguat ¥ tentmos que pagier por ¢l combustible. Se ha reducido nuestro
mundo & todo 1o que compramos v vendemos? Serd que nos estimos des-
humanisinde, que estamos perdiendo la espiritualidad; LUE M5 CELLTIGS
pomicado mezguinos? Cada dia somos menos tolerinies con los demss,
et importancia tenen las cosis materiales? (0 tal ver podemas vivir
con menos, set mds saludables y vivir una vida mis productivay

o i e ; e
| A T

|

Mitea Tufiiv, The Croseramds (La Encriveiara ), O on .
mesinite tnpych, cacl pancl 48 x 24 inches Wl
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KUKULI VELARDE responding to TRADITIONAL ART S

As an image, Santa Chingada is a direct descendant of the wooden or
plaster Virgins and Saines which have aorned, and still adoen, Catholic
altars. She shares with them the SEME bisic pttitude: 3 smiling fice, open
arms, begs in L pOsen, Coming from a Lountry with a Catholic cultupe,
SECINg sculptures of this sorp is practically an everyday expericnce I s
PTG for me (o maineain ties berween my work and these visual
experiences which have formed my aesthetic sense since childhoao, |
think that we all are whi we have seen, felt and learned from an citly ape
What berter way to create than lix be ouirsclvies!

Retablos also follow 3 Cathedic tradition. Retablos are portable alrars
which the people in the rueal townships of Avacucho ook o the pastures
fey have their animals hlessed. Retablos were known then ps “citjas e San
Marcos,” since he is the patron saint of cartle, In time, other images were
substituted for the sain Tia this chay, withough the retabdo has lose much ol
its original connottions, it contributes to the vich artistic ikl of Perg
Festivities, births, and svenis in the rural life of Ayacucho are represented
i the retablos, But indeed. always with references to Cathelicism, Sawta
Chingada._ then, ulso has her oW portable altar. Her husbsind, although
hee is ot a saint, i in turn represented in another altar, for together they
speak of the male-femse paradigm to seme members of our Latin culoure
and probaldy to those oof many other cultural Lroups s well,

Y

Kiikuli Vilarde, La Megercita tdef Searaiey
Lol | Thw fefoad Wissmanr T Frovkea Sndand), | G,
Clzy winhy ol feaf dppe hedghe 22Y, inchics

Ih Contiigy Fhilipping .Jm.m_.r.-r.'.u.l.nmrr.-n'un':rrv-'.-;,-r'.ur
OF e Foivavaiepafinio fomcegaricn | Painnes), gessoex] ancl
warvedd wood, apn height 17 Inclics

Santa Chingada s, como imigen, descendiente direct de Virgenes v
Samtas de veso o medera tue han adormade ¥ adornan altares cardlicos
por siglos, Su actitud s bdsicamente k1 misma: FOSITO. SONOrienie, hraros
abierros, picrms en contGEoste. Vinderwdo de un pais de culturs candica
esculturas de esige tipo son pricticamente yng EXpErienciz disria. Para mi
€5 imporante mantener wg relacion entre mi trabije v aguellas e
riencias visuales que han conformada mi sentido estético desde mifgs,
Lren que todos somos 1o que hemos visto, sentide ¥ aprendido doesde
Pequenos. Jué mejor quee ses frisalros mismos al momento de crear?

Los retiblos, obedecen tmmbién wound tradicion et Los retabibog
eran altares portdariles gue la pente de poblaciones ruriles de Avacucho,
levaban hasta los pastizales para hacer bendecir sus animales. Lo reta-
blas eran entonces con Witlos como cajas de San Marcos, pies esie o el
santo protector del ganado,

Com el tiempo otras Imagenes sustituveron al santo. Mo ¢l retablo ha
Perdido casi totalmente su CONMHCion primipenia P conformar e
Fiquisinee mundo artistico peruano, En é SCrepreseotan festividades,
natividades v scontecimientos en I3 vida ruraj tvacuchany. Sicmpre, esn
St con referencias catdlicas.

Santa Chinpadea, tiene pucs lambvien sy gfear portatil. Su esposo
QERMRCPUE T U SO0 5 o L yeq Fepresentilo en uno, pues ambas son el
paradigma de hembra y machs para algunos miembros de nuesers il
latimi, ¥ probableménte dee muchos otros grupos culturales,

K¥




GILLIAN M. WAINWRIGHT responding to LUIS CRUZ AZACETA

Nevirly There.

I started to work at El Musco in December of "9 and one of my Arse jobs
wits [0 assist the Hegistrar with accessioning the printing collection. Cer-
tminly ome of the best ways o get to know the work 1 weas able o mgse
about sach one a5 1 went through them measuring and marking. Luis Cruz
Asacein’s piece struck me. How could i not? The bold shock, the humaor,
the purple pink wiy he tipped into our dark fears and Bintasics, Choosing
the subway as subject matter scemed to me an instant way to reach o
common ground. Hiven's we all sat in those subsay lights dreaming L
ther lives of our fellow passengers?

Some tme passed—a gestation period, perhaps. Riding the B tradn and
the #6 to and from work became a part of me, a deeply felt experience
After about a year of yearning to ask entire rows of peopbe 1o sit for me, |
linally started sneaking my polaroid on and subversively taking pictures.
The result is my subway series. My work has not taken the dark step thar
Azaceta’s has into a world of Bintisy, however, my subway people sit
poised on the edge of that world. If they can provoke your thoughts, and
EXISLin thit moment between sensation and realization, then the pain and
the gesture kave said something | cannot say to vou in words,

Lasiis Crux Amscedn, Looo Loceld, 1975 00 and coltage
o canvas, T0x O inchues,
Gl W

A punto de Negar

Comence a trabajar en El Museo en diciembre del '91, y una de mis
primeras tareas fue la de ayudar ol Registrador 2 evaluar b coleccion de
primruras, Saduda, esa fue wne de B8 mejores maneras de Bmiliacisrme
con las obras. Asi uve la oportunidad de contemplar 2 cada una de ellas
micniras bis media y clasificaba, Una obra de Lods Cruz Aracetn me dejo
impresionada. ;Y por gué no? La aedaz conmocion, e togue de humor, 1
mmnera en gue el rosa pupiareo taladra entre nuestros profumdos temores
v fantasias, Al scleccionar el tren subterrines como asanto, 3 mi me
parecio la manera mis directa de pisar tereeno en comin. Auien de
nosotros al viajar en el tren, o ha imaginado en la penumbes, las vidas de
las pisaperos quis nos scompanan?

Paséy el tiempo, un periodo de gestacion, tal vez. Tomar ¢l tren E y el
#0, para ir y venir del trabajo, se convienid en parte de mi misma, en una
cxpericncia profunda. Despuds de un afo de estar enhelando, el pedicles
@ filus enteras de personas que posaran para mi, comencé finalmente, de
e subrepticia a tomarles fotos con md polaroid, coma si feers un
subversiva. Bl resultado fue mi serie sobre los trenes. Mi trabajo no o
tach el paso paca penetear en lis profundidades del muondo de las fnt-
siads de Cruz Azacens. No obstante, mi gente del subterrinen [ senitida
al borde de ese munde. Si pueden provocar tus pensimicntos v cobrar
vida en ese espacio que reside entre la sensacion v la realizacion,
entonces ki pintura y el gesto han dicho algo que vo no puedo EXPresLe

Gilllnn Wainwerbghe, Meesty Thevs (A pronto de legar ), e pitlabras.
T4 Ok o canvas, 48 § 54 inches. LML




SELECTED BIOGRAPHIES
OF ARTISTS

FRANGISCO ALVARADO JUAREZ (b./n. 1950,
Tela) is an Honduran-boen arsist whose work includes
|.'|ul'l1|il'lﬂ,';i il oaixed-inedia constrsEctions He has Fved
andl worked in New Yook Chy since 1965
Eduration/Educacion: 1043 M EA Marylnml Institisic, ol
lege of Art, Nabtimore; 1975 Iiernutional Ceniler ol Mxiener
ey, Moo Wiark, 1078 B SLMY o) oy Broisk, New il
E.l:l‘lihftlﬂﬂafﬂrflmﬂnﬂurfmh,l-' 1994 Maryland hsimuge,
Cirlege of Ari, Baleimere; 1995 Porrales Galerin de Arie, Teg:
gl Hindurss; 1992 The Broox Muscom of e Arks
Piroms. L8 B Museo del Barrio, Bew Yook,
AvbardsiPremitas: 1993 Artisc-in-Hesidence, Mad Atliamdic Aris
Fusiralatim; 19950-5 Plilip Mdorris Felhwwsluip 197K Artissin-
Residence, Thw Studin Musewim in Harem- 1G85 Malinmsi
Erdirwivsent Ror thie Aris Fadnring Fellawship

Ecalones: Tle: lrooklyn Miseum, Diriklyn,
MY, The Brons Museum of thie Aris, Broms, MY Bisibude ol
Pt Rican Cuallire, San Juan: Mused Oe Arie Canstemporiine
avml phe Musexr de Bellis Aries Caracis, The Studin Mliisooum,
Paew Yurk: San Anminss Mosewm of A i Antonie; Nainal
Mustum al Amierican Arr, Simithsanian Instiiunion, Washingstan
IR

CHARLES BIASINY-RIVERA [BJ'n. Mew Yorl City}
is a4 phitographer who incorpocates mixed media it
his are He is the funder and direcior af En Foaco, @n
artist-run plotography center locoted in the Hronx, as
well as the editor of En Fouos photographic: journa,
Nuern Lus,

Ldueatten/Edunaciden: 190 Ba Eliaograpiy, SUSY Empine
SGile Coblepe; 1979 Colinsha Uiniversity Mot Prodic Tisdiso e
19rr-4 Apprenticeship with Sie Cocil Neatin
Exhibitions/Exhibiciones: 1905 An Sl vills Serhicllon,
Bellagio, laby: 1991 ¢0FEs Gallery, Bullali; P88 Brons
Museisi of the Aris, Boonx, MY, 1978 Galerin Cass de -
peche. %an fuan

AwardsiPramios: 1994 Rockeleller Frandation Ratlency,
Bellagio Studly Conter, Lago de Coi, Iealy; BSHRS Mid Atlaniic
Arts Founmnlation Critics Residency; 1990 Mew Yk FPounidaciom
i (s Aris Photugraply Falkcrwship

Gl ! REs: Bl Maseo del Barrig, Mew York

ROLANDO BRISENG (b./n. 1952, San Antonio, TX)
s a painter whose art is informed by his Mexican-Anieri-
witn heritage. He cureently lives and works in S
Antomvio and Mew Yook ity

Edvication/Bdwoacicn: 1979 6 i, Cartumbada Ulisiverdty, Mew
York; 8975 LA, Universicy iof Texas, Aussting 1973 BLEA. [niver
Fity af Texss, Ausin,

Exhititions/Exhiticioneas: Frcten RORES Whirehall, Mew Yok,
1982 Universidd Mecins de Méxicn, S Aribonhs: B2 Giy-
errnars Gialleey, Worbd Trade Cenber, Mew York: fRrmnp b )
"Tejinos," Cardllo Gil Museen, Méxicn, LU FORT 80 *Coiom.
poary Hispuinic A in ibe U5 Housicg Muscin of Fne A,
Houston, Traveled o the Cosenran Gallery, Washingoon, [0,
Liswse Art Museum, Miaimi, Santa Fe Museiim of Art, Lo Angeles
Limnry Muscum, s teroakiyn Museein MY
AwardsiPremios: 1093 Poellack-Krsner Faundation f9oi
Bachefeltey Foundation Resideney, Ueellvigsins Sevely Cioiber; Lagis
alet Coamirety, Fraly; 19E% Narional Endowmieant for the Arls
Fellmlsip,

Colleottons/Colecoiones: Corcarun Gallery al A1 Washing-
e, TR Meonessomic Museum, Bridpepori,

LUIS CAMNITZER (b./n. 1837, Liback, Garmany:
1838, Emigrated to Uruguay] is a citizen of Lruguay
il a resident of the United Stites sifce 1964, A il
mirlii artist uod a writer, be ds Currently i professor of
0rEak SLINYY Crllepe of CHd Wty
EducationEducasion: 195963 Sudie stulpriere and archi-
fevtore, Schoal of Fine A Universigy o Lruguay; Monbevided:
5T Studhied seilpeure arid prinriaking Acsidensy of Munich
Exhibitiona/Exhibic : { Redovsfrechives ) 1001 Lehima
Codlege Art Gallery, Bronx, NY: 1986 Museo Naclonsl e Arees
Blisticas, Maogteviden) 1977 Muscn de Arie Mudhering, Bogod;
Leales 1 1043 Museny Blines, Monseyides: 1988 “Messages o flae
Pubdic,” Time Squenc Bpectador lighthaand, Pubilic At Fund
19ER Pavillion ol Ulrisguuy & il Bennial of Yenive: { Eenian
FEREE “Waitine American Astisis of i Twinaieth Cemiury,” orga-
nEzedd I Museim af Medern Af M York, Travehed o Seville
Vairis anid Cobogei: [592 “Ante Amdric ' Hihldweca Lais-Angel
gy, Bogord, Thaveled 1o Lusens Misseum, New York, *Thw
Laren American Spirie: Arv ind Arbss in the United Sraies,
IHE19T0," Thee Bronx Muscum of fhi Ars, Bren, MY
Auzerreta Premibos: 1991 An Matbers Ciram; 1982 did (061 Tiug
serheim Fellowships

Collectivhe/Coleceiones: Metrspolitan Musciim of Arr,
Musseism of Modern Art. EI Miisoer clel Rarrii, Wity Miscuin
i Amiericin Art angd The Jewish Misscwm, Mew Work; Misen e
Artes [Rasticay; Minicvideo; Calinee of Disps wigs and Prents of
th Uittiai, Flomence; Bihbioteg e Mationale, Pais Centr Wifr-
cohr s, Havasia; Library of Jergslem, Bracl; Museo de Arie
Muyderma, Bironis Alves: Musen b Bhellas Artes, Caress

JOSELY CARVALHOD [b./n. 1842, Bag Pauba] is g Bra
#ilinn-bowrn multimedia inseallstion ariss wha lives ancd
Wik i Mew York Ciey

Education/Educasian: 1957 b, Washingion Univecsity
Archivectione Schii, S Lausis, Missoipn
Erhibitions'Echibicionas, famden M 1993 “Dhzey ol lmpgecs: i
sl L Inkar Gallery, Bow Yrk Ciby; 1993 " harin die Insigenes
L3 Miater 1.7 Mo dis Arte de S0 Poukay 1988 “Tiertle i T
Fimes Sped Spectacalor baard SAEMpULET animation, Puldic
Art Fumil, Moew Yok

AwardsPramios: 1993 amd 1992 Ar Matiers Inc. 1992 Artists
Bk fesidency, Mew Yook Sty Council for the Arts, Visial
stuelies Workshiop, Roclhesier, Mew York,
Coltections/Coleaciones: Muscum of Madern Aet, Brisy
Miustmim ol the Arts and the Brooklyin Maseum, Mew Yeirk)
Maisdn de Bellas Artes, Caracas; Museu de Arie de a6 Pailo and
Minveu b Arie Contemparanes, Sio Ml

ROBERT GOANE (b./n, 1945, Rio Pledras, PR.] s s
painter, draftsman and art educator of Paeriy Hican
descent. He is currencly an artist-in-residence at E)
Miussen thed Barrin.

Education/Educacidn: Apprenisced 1o Fran Cerwani, Maerts
Ricop BA Uiniversity of Pueren IEias: At Sindenis Leaguie i
Biwr Yok Wew Yok Acodemy of Aty Parsmns Solsiol of Arg aned
s, Mew York,

Exhibitions/Exhibiciones: 1992 “The Cofve Himise: Five Fig:
wrative Picces,” Saink Puul, Minnesis; foRS “The Retwrn: &
Hvimage 1o b Inicenarienal Drigpalcs on e S Anmiversiry
al the Spmumisly Civil Yar® Blidsers Universiey Extomsion 30 64
LA W, APLATICY, Mew Yark: TR “Plante: Pditienl Winrks frvami
the Codlection of Bl Mo del Aarriy” Lehmen Cilegr e Gal
lery, Sew ik

AevardsPremios: 1948 Hinorary Momber, CAHnMmCrmaririTe
Coald Mol fir " The Hetwrd”, Yebenins o the Alwabiam Lineidn
Brigade; 1999 Aep Studenty Lesyuic of Mew Yok Purchase
Awarel

Caltections/Coleccionas: Aheibum |incals gk Archives
Al Brandeis Universicy, Waliham, Massscliisicts Art Stuchears
Lizague af Mew York:; El Muses del Harrinn New Yok,
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RAFAEL COLON MORALES (b./n. 1941, Trujillo
Alto, PR.) was Curator at Fi Musico del Barcio friug
P49 and currently resides i S Jain, Puerto Rico
He paints with “peliejos” { skins: a techinigue in which
aerylic patnt is applied o 3 gliss surfice in Bayes, dried,
aned then peeded From thie Mhass Loy formm o prassliiceni,
Rexible “skin” swhicl the arise thin iranslers o cither
Canvas oF ofrjects,

Educotion/Educanidn: 1564 §i_, Uirversity of Paermy Hic;
I9G3-60 Gradune: Stucies 8 Ansericns University, Winhinglon
LT 14ty T Spndied graplsics ar the Sen Fernanoi Aalerny ol
Ares, Madrs,

Exhibitions/Extibioionss- 1994 Resirospieciive wxhilsirionm,
Ui Cililbery, San Juig 1955 Ol Gillery, Mew Yk 19934
Inabituee of Puerio can Cuibture; 99H2 Bl Misseo gl Harrin,
Pt Wik

Aspards Pramios: 1002 Inmiguration of %k Cdén Musmradis,
Moclear Medicior Center gt Srniifce Medical Mafl; 1982-5
Artishin-fesidence, BI Misseo del Barriy, Mew Yurk, (98] Arst.
in-Residence, Insitare of Urlip Bedosinces, Ine, Mew Yok
Coltrations/Colecciones: Bl Miscg gl Harrio, Mew Yaork
Ponce Museum of Arr, Ponice; listige o Puerio Bian Coblure
S Jiman; Marsesie of ihe | niversiey of Pueri Rice,

MARCOS DiMAS (b.n. 1853, Cabo Rojo, BR.) is a
painber, praphic arise ond Gmmiker He id the co-fian-
der and co-ditector of the Puerto Rican Print wisrcshog,
Taller Bovicnm,

Education/Bdueacidn: 1970 Graduste of the Sctwl of Yisuad
Arts, Mew Yark; 1973 Post-gradese aludies ar the Selsal of
Visuigl Artsy 1974 Graduale of e WNET Film and Tilevisiong
ool

Exhibitions/Exhibiciones- Favat ) 1980 Wrons Maisepm f
the: Aris. B, MY D91 amd 1974 1 Missiia del Hurri, Mew
Wik, fronfeld 1A B e del i en el AFEE peICeare
Muehe,” Misen e Las Americas, San uan; 1999 “Hakae gy
Frewm Home, Latin Amicrican ArLises,” The Art Miscim ai Moy
Braok, Mew Yoek, |oEs “Cimiempusrzry Hispanic A i ghe
U5 Hoasaon Mossia of Dine A, Husustan, Traveled we il
Curcoran Gallery, Washingion, 3G, Lisr A Miuseum, Masnid,
Santn Fo Museum of AL Lus Angrles County Muscisin, amsd
Brotklyn Muscon, K.Y

AlardsPramiog: 1985 Artist-in Hesdence. Beonk Cismieil im
the Ars; 1977 CAPS Eibivemmaddeyg, Fedlomeslaija
Collections/Coleceiones: Fi Musen il Barrio, Mew York:
laler Horicus, Bew Yok

JUDITE DOS SANTOS (bn. 1846, Porto) is a0 Por-
fugecse-hoen uncd Braeilian-romsed mealbaion arsist win
ks allermately with sculptnre, painting, photography
and video, She currently resides in Mew Yok City where
ahe teaches are ot the MEAbeved at the Parscons Sehool of
Design and ot City College ( CLNY )
Edieatior/Educooion: 1986 MIA, Binlgers Uisivicssily. Mew'
Hrimiswick, Now Jersey; 1984 B.EA, Rochester Tasitse of Tech
gy Rechesien Mew Yook, 1980 St Inchepemdens Soudies
Prosgeram, Wikincy Musesi of Americss A, Mew York,
E‘.rhﬁbrﬂma.rﬁ;rhthrﬂnnm Sl 192 Dhowed Bine Ards Cial
bery: Cartlancl, New Vork; 1990 Delereniy Ciallery: Lisho, 195
Gulbenkizn Foundation, Center of Modern hen, Linban;
FErmn e TS NY, Diary” B, 1 Musewn, Lamip, Bsdand iy,
S Voarks LI AL Quier on the Weesiern Frong 7 Gaflery A
U Landla, Parks; 19000 “The Degade Shivn” Sese Muscum ol
Combemporary Arl, Sew York: (989 ‘Pagrer Tiper Television
Hhom,” Whiticy Museuni of Amerscan Art, Mew York
AvardsiPrentios: 1990 ast 17 PallaceKmsner Fondaeion
TUHY Kt Maorters; [988 Mid-Atlanile Aris Foumbsiion: 1988
Matiemal Enfooemsene e this Aris: 19054 Talalic Ar Fend



RAUL FARCO (b./n. 1953, Corrlantes] i an Argen-
ting-Esarn sculpeos who shares lalian, Spanish amd Anwer-
ican-Indinn heritage, e has lived in Africa, Spain and
Taly, and i weorks in New York, where he has lived
strwce PO TR,

EducarionBducaion: 1571 BA (in chemisiey p O Krmse
Schoal; 197575 Studies archibociure ab Bt Adrcs v rsary,
Exhibitions/Exfiibdriommeas: (sofo b 1998 Mudeson Arl Bucmos
Aircs: 1990 Gallery Milen Lasidskraias, Sseodlon: B Cretem
Art Lah, Swedem; 1989 Cario Gallery, Liggarss. Switecrfaml; [9AT
e 132 Gallery, Mew York; 19985 La Caia, Barcelona,
ColleatonsfCobecciones: Museum of Madesn Are of Latin
America, Chrganizmsn of American Stales, Wailsingion, 1300 El
Mumeo del Barvie, Mew York: The Quecns Moseum, Mew York;
Archer M. Humtinggon Gallecy, The Dindversity of Tosas, Susting
Fursdaciin “La Cakxr, Harcebinm:, Muscam of Comempsiaman
i Whirsrwe Masco e Arre A '|'|rll:|'ll.'||h:|I'aII.|:| 1, Lanearoge, Chiiey
ek, bpain,

LUIS FLORES (bJn. 1847, Mew York] is a mixed-
miedin ancd instillntion artist of Pueroo Bican heeitge
wilen pesbies b Baltimaore, Maryland
Education/Educaoidier 1979 M.EA Maryland Insicoie, Ol
o o Aot Baltmore, Marvland

Exhibitions/Exhibvdciomesr 1995 “Heconguaias,” Lomgeasid
Arta Gallery, eoer, WY 19803 Casdinnl Gallery, Annapalis, BLY;
1992 and 1990 Arkingion Arl Conter, Arfinglon, YA: 191 “hvn
cretim; At ol ihe XX Century,” The Alermative Museon, New
Work

AeardsPrevmbes: PR and 1989 Critics esidency Progrm,
Mlaryhand A Place, Balrisore; 15910 M- enedin areisr Tl
ship, Maryland Stc Arts Comancil; 1988 Artisl-in-lcsslengee.
Museum ol Coniemporary Mispanbe Are, MNew York

FRANK GIMPAYA {b./n. 1843, Ponce, PR.) is a phes-
tagragder and the Avt Directar and Desiginer of Nupera
Loz n Fﬂ'p:ﬂ'ngrﬂphir jrmrrmal [thllx}w:l h:r En P,
EcfuerptionBdusaclan: 1965 EA, aml M EA conrsewirk,
Humrer College of the Ciry University ol Mew Yark
ExhitdtionsExhibiciores: {sofok 103 Tl Spailsh Huibding
mew Yok, 1940 Cayman Gallery, Mew Yook, e ]! 1995
“Phctvgark SHT Baireets Homise Gallerics, Mow sk, 1992 Siaci
by for Contemporary Fhotograply, Kainsas City
AvpprdsPremios: 1992 Pace®Priamse Sayard lor concribiabisns
i Arrs i Edimsition: 1977 CAF Flufageaphy Felliaeldp

LEANDRO KATE [b./n 1838, Busnos Alras]) works
alternately with phodogrraphy and [fm, He lsalds ciizen-
sludpe In both Argenting wd the Uniced Stawes, where L
s Livesd and worked in Mew York since 18G5,
Edircation/Edusacidn: B EA. Universidad Maciisnal de
s Afres; 19 Selol of Plillnsophy and Leiiers, P57
Pran Gaaplae Arts Cenber, Mew Yok
Extibitions'Echibdclonas: §soin )0 1992 “The Catherwisoad
Projest,” LighaWork, Beaibsers B Manschel Plomopeaphy Gialliry,
Svracuse University, Syroousc, W05 C g ) 1992 “Homerics
Amserikn,” Hamer Cadlege Crablery, Mewy York, 19592 Bidlatedd
Macional Araigie. Ropgold: 19EE-9 T The Larin Amscocan Spirii:
At and Argiss an the LS 19240 1o 19798 Thae Broox Maseam of
the Arts, Bromx, MY PEET Eienmial BExhissivion, The Wiitmey
Matscvm of Americam Art, Beeny Yok

deiardsiPremios: W95 The Rocketeller Fouwndathon, bdes
cubtarnl FilimViden ellowshipg 1903002 Mational Undisasent for
e i, Filmamaking; 199205 and 19482 lerame Founlaiiomn,
Tibnumaking: 19840 CGappenhean Memerial Foumdarion. Vsl
Af1%

Gollsctions\Colecciones: {pnpdian Cenlie T Arohifeciuie.
Manteeal; The Genny Conter for the Mastery of Are amd il
Henianitios, Sania Monice The Maseum ol Modern A Libeary,
Bepwr Work: The Houghton Liteary, are Hook Collection, Hary
Al |5¢|i'l-'¢'-|‘5il'l.‘:|1||ﬂ'l'l-'i||1r

MICHAEL LEBRONM (b n. 1964, S5t. Louls) is g
muixed-medin arvse of Polish amd Puerio Bican descent,
whir witifisees techmdogios ol the cosmmurndcation arts, Fle
fiwes anid works in MNew York Ciry

Edvcation/Educaaidn: 1970 BEA, The Cooper Union, Mew
ek BRGEL T mnishiedd wirli Bedhert Schiille dar thie Arl 5ol
Lz, gy Work.

ExfibdtionsExhitriciomes: { sl 2 1992 “The Maocih amd The
Sanath,” Penn Bmion, New York; B9850 “The Firth Doserves a
freak Tishing™ Times Sepmre Spectcacobor Board, The Public o
Flandd, Mo York; YRR “Sublimenal Waelare™ The Alteenative
Mo, Weow Yok

AwcrrdsiPremios: 1 American Insiwe o Geaghic s
Certilicare of Exoelience; 18R Mational Eadewment Tor the
Arts Fellowship B9ES A Matiers Grang 1957 Manhaoen Bor
quxigh Presidene’s Excellence in the Arts davand: 19806 MNew Yirk
Fonpmciagiom for the Ar s Fellowsthip

RAPHAEL MONTANEZ ORTIZ {b./n. 1834,
Broobhyn, M.Y.) is a oultimedia artise who works alicr-
mabely with soulpanire, compuier-kser video and perfor
muhace art. He was the Grsd direcior of Bl Museo del
Barrio, and §58 currently 8 professor of visaal aris o
Hutgers Liniversity, PBew Brunswack, M,
Education/Educacidn: 1983 Bd 1k, Docterabe anil 1975 By
Miters, Columbia University Teachers College, Mew York; 1964
MFA amd BE, Prar lasticse, Broaddyvn, MY
Exhibitlons/Exhibiciones: (Pecformumeel! “lirothers
Carimim,” Historisches Misseum der Stadr Bielefeld, Bieleteld,
Cevpemanivy, PO Alernative Muoscuim, Mew Yook, Sfassviforions
i grergh shnes 114994 "4 Hispanic Arisis Who Challeoge the
Buireluries of Ar and the MoscumdGallery” Johinson Massim
w Corncll University, Hhace, 1992-3 “latin Americam Anlsts of
the Termtiwth Cemory” organdzed by The Moscum of Madern
Ak, Mhwe ok Travelond b Boville, Paris amd Cofoge
AnardePramdos: 944 Swarded Grand Prix, Locarmg Intema-
Bk Widlew Festival, Switeerkieal

CotlectionaCaleecionas: {soulpmre and objocis b Bl Moses
ded Rernio, Whkney Miseam ol Amcedcen Art disdl The Museon
o Muowforn bt Pew York, Menil Moscaim of Contempirry AL,
Houston. { Pilm end vided collections it Stadilsches
ks, Bomi; Centee Gearges Poonpiilie, Par,; Masee
et Moo, Brusscls

JOSE MORALES (bo'n, 18487, Mew York) is an odl-on-
caivas padntet of Poerg Rican herimage. He Hyes anad
wirks in Moew Yirk '['.II,'

Educallorn/Educmeton: 1967, Biudicd a1 Eeole Besix Ares,
Paris: [0 -%, Acaclemio Pedia, Madricl; 195850 49 amd 1965-0, The
At Stendent s Bisipoe, New Yok

Exkitvtions/Exfibdcianss: fswio ) 19588 Musea de Are Lon-
TesmipEarisen, San Jean: 15995 The Broms Musenm ol the Aris
Bromsx, MY, P93 wsd 1992 Goleta Baodes, Haro Hew, Paertis
Hicoy 19H1 amd 19860 Vorpad Gallery, Mow ok, 179 E]L Miseo
lef Barrie, MNew Yok

AvonopolaPrem bosr 1991 BHICE Aeard doe Excellenoe dnihe Ares,
M Vo Ty Culiaral Afaies; 194G First Prize. Fine Arts Co-
peuition ol First Naeteorab Benk, Mew Yocks TS andd 1861 Arbse
an-Hesiibence dovands, Mew Yok Stetc Counctl of (e s
GollechonaColesoiones; Ul Moseo del Rarri, Mew Yook The
Pronx Museom of the Areg, Brons, NY; The Alleroatve
MWismscuni, Mew Yk,

LILLIAN MULERD [bo'n, 18960, Brooklyn, H.Y.)ksa
inised-medi insblarion arvist of Puerio Bican boritige
She currently nesades in Albany, MNew Yok,
Educar iy Bdusacion: 1954 M EA Stuie Universny of Mow
York, adluany, Mew Vork.

ExhibitisnsErhibiolones: 1991 “Engaged Colinres” INTAIRL
Gialbery, Mew Yorks 159905 = Mirmets, " Mew ek stane Musvum,
Allvany Mew Vork; EH " tnoermogaiing Bdenticy” Geee Arr Gab
lory ol Mew Yok Universiry, e York, Travelod io Meseom of
Comiemporary Art, Bostind Walkor At Center, Minoeapibis
Malison Ar Center, Moalisn, Wi 190 The Decside S
Sl Muscomy of Flarlom, Mee York

s

HESTOR OTERD (b.J/n. Caguas, BR.) isa convepral
artist and grapiic desigoerillustratos wha Hves and
worhs in Puertn Rico

Educatfon/Educecitn: Sodied design, graphics and paintng
with Luis German Cadigas o Pocrin B s o youtls Smidied =
The Schisol of Visuad Ares, MNew York City
ExhibitlonsExhibiciones: { safo 193 Slconography,” Taber
Hoirfoum, Mew Yok, 1992 “Epigrama,” Galeria Bases, Pucoig
Riedn 1993 {gramn b “Mocsr del Ane Pucriorrigoeio,” Insid
b of Puseron Rican Cublare, S Jusing “Steect Play, ™ Treihoca 198
Cadlery, ew Viwk

ApardsPremios: 1968 Cerificoee af Merbr fr Commsanity
Service, Qifice of the Councll af the President, Gy ol New
Winek; 19ET unel 195 Mesw York Stace Counctl om chee Ares, Yisoal
Ares e

Collections'Golecciones: 11 Musco ded Barrio, Mew York,

CATALINA PARRA (b.J/n. 1040, Santiage] is # Chilean
boen mixed-media artis. She is corrently an aristin-res
idlenee gl Bl Muoseo deld Barrio,

ExhitdtionsExhiiblotones; (Aol 1992 Lehiman L-:I||q'|.' i
Ceallery, Broonx, MY 1903 Musco de Arte Conlempadimen,
santiago; 199 Masee des Anis, Sainee Foy, Prance: 1991 1I8TAR
Crallery, Mow York: 1981 Muscum ol Mpdberm Arr, New Yook,
fisrmnfedt 1959 “The Decode Sl Muscom of Comempoesin
Hispanic AT, The Mew Muscum ol Contemporary Ant and The
Soulen Muosewm in Blardem, Mew York

AmardsPremibos: 1995 Artiadan Residence, BANIT Cenger fim
the Arrs; 1990 Visitiagg At SUNY. Pupchase, SNew Yook 1990
Artistin-Residence, El Muasco del Darree, 19800 Guiggenbeim
Pedlowslaip,

Collgotions Goleacionas: Muscom of Modern Arl, MNew Yok,
Archer M. Huntingron Gallery, Universicy of Texas. Austin
Museum ol Aer, Riwide Bland Schoed of Design, Providence,

LILTANA PORTER {b./n. 1841, Busnos Aires] is a
mixed-medhin arti=n whose works on piper reassembile
images with fext, She currenily works a5 &n associnn
prohsEnr ol art at Criecis College, New Yook,

Eduwgation'Educacidn: Mational Schueal of Fine Aris, Becnis
Aires; Lmivewshlad Iberoamericong, Mexion Cloy
ExhibitionsErhibiciones: 19952 “Lilkus fomer: Pragnenis
Al Tl Jomrney,™ Archer ML Huntiegion are Gallery, The Univer
sipy ul Texas ar Austin and Beoiny Mussim loe thes Aris, Brong
MY 1993 A Betioapective of Graplaic Al 1968 b 15993, Beiil
ing Pihlie Muscoane, Beadimg, 5 1959 sale exhilvizions o Fun
thictdn San Tebmo, Deiengs Abree and Mascn Maciong] de Armes
I"isticas Mosilevide,

MpardsPramiog: 14992 Diplemo al Meran, Fumdacion Oonex
lucmas Aires; 1985 Graphics Fellosoship, Bow York Foundstson
du il Ares; FHED Gogpenlasim Pellowship
Collectlona'Golecctormes: Metropafitan Muscum ol Arl, New
York: Museum of Modern Art, Mew York, Unlversity An
Muiscim, Austing, TX: Clsosee CGrulbenkian Fouandation, Lishom

Masen de Arie Moderni, Bio e faeivg; Muosoo de fiollas Arics
Hueny Abres

SOFPHIE RIVERA [b.J/n. Mew Tork Clty) is a photo
grapher of Psermo Rican heriage wio lives and works in
MW Wik Cily.

Education/Educnckin An Steienis Limjne, Mew York; Mew
Schisl For Socinl Research, Mew Yisrk: Apcaran ||'|1|,|]|_||_u:!ﬂ.11'
Wiarkshaip

Ethﬁin.rh&fﬂrh.[bfalnhmaun'uy [ERH] = Whaidpaes o Wihie,”
ML Wkndow lnssallation: 19ET AN Millows Eve,™ 11 Museo
el Barrin, Mow York, (geearg ) 1992 Tl Americas” M-
asterio de Sena Ol Mogser | Huelea 3 Spains 1999 Do Ard
Fraivelminn, Mow York: 19089 Muscomn of Sciesee msl ndhsury,
Chicap

ApardsiPremios; 1909 New York Fogndation G el Arts;
198RS Public Are Fand; 187 Phatograply Besidendy, Lipht-
Wrks, Ryracuse, B 1987 Fhastography Beside ey, SUNY ot
Buflalis, Mew Yook,

Callsctions/Coleaciones: BI Musco del Barrio, New York;
Mebtin gl Wonmen's Cemer, Bn Poca, oo, MY




15, laphae] Montaoez (rike
Fiewers oof e Terelies; The Cravapinesl of
Hrardnguies dn S ERiariim, L5io
{ Leapriries pe g froalins Le comiguusia de
FOri ) o eRinarin )
Mixed-reedea instalkagicn wichs viden
mmcmkicirs
144 & bad i
Crdlection of the-artis

i José Morales
anerrelinng Pivrenils 19949
{ (rerandannin Sndorides )
0 on s
a9 x 168 .
Codlection of the artist

17 Lillian Mulers
En b ool FFor Loditer Letarder | 1959
Mixed-media insgallanioen
i x T2 in.
Calecrinn of the srris

1 8. Mesdor {iesn
Descvrdiresiboredtay L1004
(Bacnmenriation £
Mimed-meclia inseallmion
48 x Win
Calbertinm oF the arriso

Prcunreriacion i, 1994
(ihwrampraivation T

Ml -media Wall inscallaidmn
£ DG ik

Crllection of the anist

19, Catalina Parra
Teaitmiury, 1987
{ Testfmeamin )
M iteedd-mmiilii
ZHx X2in.
Calocrion of the eris

1, Liliana Porier
Coalfrage o o {0, 1904
{ Nidith Srrwet Conliage)
Mized-media collage meorporating
images of works reproduced from i the
vl Slkec b of Bl Miseo
Al x X in,
Calec i of 1he arrise

15 Pre-Columbsan Chrmaied Bl
{ Cmenco precolombann cerimade}
(SRR BT
fix B0 % ' in
Dismiebcan Reguabdic Thinm

Pre-Colambian Vessel

| Yasija precoombin |

ca L0150 AL

1% X B & T in
Deminican Repubdic Taino

Pre-Columban Decp Bawd

{ Cuenco preclomibin hondy |
ca 1R 1 50 ALY

Bl w8y % 5% i,

Dhwnimican Regnablic Thivg

16 Raphias ] Moditaiies Ortie
Maye Zemi L 197%
Mixed-media oo candboard
x4l x 30X 17 in

Raplinel Moniane: Oriiz
My Eaai i, 1975
Mized-media o canlbixind
34w 50 x 1Hin

1 7. Pa'laarie newspapers (Peritdsons
Palasuis
Pubdished in New York City
vy 1l Yisamng Losels Party
1L

18 Rafvcd Ferrer
Tefavae de fa el 19749
{ lafedimal’y Tate)
Lichograph
{one i seres 5 )
A0 2T

10 Haksel Ferrer
Istowia g Ly dslie, 1974
{Telaran's Tinde )
Litkwigraph
e diva sewics of 5
Xix 27 inm.

21 Sophic Rivera
Mrabier arved Cholded dn g Snibaeay, | 9H2
{ Mrtve ¢ Jpdfer o ol dvem )
srebfer e )
Frustograpt
A x2lin
Collectian of the arse

22 Angel Rodrigues Dinz
Fadvanter L afarparatieli Awicivki
FI‘JH‘{}'MI‘MHEHJ. [ |
D1 e prigghed EmouiET el O SREs
32x24%in
Coollecnionn af che artist

23 Fredidy Rodrigoez
Feapsrevintie and oarfader ole cvarae, 19594
Homage fo the Sgareare Clelior)
Mimed-mmedinscul i
B8 x 27 in
Lnllesrtius af the arrise

24 Jorge Luis Bodrigues
A Merimerent o SO0 Viars of the Cradrsvol
Reversal of Anrericm, 19503
{Lin mcanrarenin ol SOV afing de fa
ropersier cudfaeed ae Apvevica)
Mimcd-enedia installaon
142 % 72 x M0 in
Ciolle s af il asmist

25 Fernando Salicrup
Eherersfre Cialvin, 19594
T Nganker Cndnmbg )
Acryvlic on canvas
54 x B
Collegtinn e Ll artis

26 Juan Sinches
Aerorve Fopnkerey, 19594
§ Vi Flig |
Phioti baser print dipryeh
Tl x 1074 o
Crilleeticuy af [lse artist

27 Pl Skerra
The Exiie 196
{ T exrflelo )
Ml om camvas
i x il im
Caolbection of the artiss

24 jorge Tacla
fr Betiepss, 19T
{ Exrdre pendie )
EBil e caivae
B x G i
Caslleerion of the artis

21 Juan DePrey
{hridirien, 1052
£ Nim defaedes
Ul aus csare]
A7 x 2N i

22 Hirmm Maristany
Elrrittedd, v 190
{ Sawh M)
Photgriph
Tx15% R

2% Rabacl Tafiden
il ol Corin
 Sragvircasie Cailitor)
Lirmmout
I2x 18 in

24, Hafael Perrer
Fookin
{ Ficthoe)
CHl pastel an princed paper
e x 55w

2% Fernondo Salicrup
Bl etz packy Cralvh, 1978
e Mowe Tiore Croluprbur )
Acrylic om lisk:n
L w il im

2ix Pallnante pewspepors
{ Periddicos Pa'lanee )
Palslished in Moew York by e Young,
Lol Party
(e

£7. Myrna Bz,
Mnavernliee TOTE V976
{ Mareraber 1974 )
Aerylic o Cimas
500 % Gl dik

26, Hakael Tufino
LT
§Naed Fefandvaf
Froum the paorrferlio £F Herevs Lol
T Al Einter (T Cromwn! Lavvales?
T e Evaador
ca. 10500y
Litwscur
B 13 in




29 Mitem Tufifo

T Crossrodds

{Lar ericrmecifands |

14l oo asanite triprych
48 x 79V i,

Callection af the amist

A0 Kubuli Velande

51

Installation with La Weglerodta fobeal La
Seiriter Chinpada, 1992-1993

e et Weomnere: Thve Porckerd Sarel)
Clay with gpold leal

2% % SxHm

Cillection of the artis

Couriesy of Carla Stelbwep

Retmhie de Supermr, 15993
 Superain altarpioce)

Wond, chiy, cogebe, oil and goldleal
1%x 24% x 4% in

Collection of the artisy

Courresy of Carla Seellweg,

Hetatale de Lo Chimgadda
{Adsarfalece fo b Fracked Kot )
Woond, clay, engobe; ail amd poldleal
19% 12x & in.

Colbectiam of 1h: arris

Camnervesy of Carla Stedlweg

Gillian Wainwright

Narety There, 1994
A priamte b Hegrer)
CHll i oS

W8 x 54 in
Colleceion of te antist

29, Thaioen Pre-Colsimbian Adarmos

{ Adlornos minos precobmmbinos b
cal. 1000 15000 AT

Cay

Dominican Repubdic

A0 Ancnyymous Frillipine Arties

51,

Ly frvamsic vt

{ Virgen o the Immaculate Conception
Paimaed, gessoed and carved wood

17 xd6ix4in,

Ancerymmoes Beruvisn Arvist { Avacuchs )
Mucienienne [ Magivity }

Glued, hinged wood.

1% x 14% % 2% in

Luis Cruie Azaceia

Lo Lraoad, 197%

CHI and coflagt oo cias
T x LMD i

51



STAFF OF EL MUSEQ DEL BARRID

Edna Acufnia, Artist-in-Residence

John Anderson, Support Siaff

Karen E. Baji, Curatorial Assistant

Miguel Cossio, Artist-in-Residence

Jose Gastillo, Guard

Marcela Clavijo, Registrar

RFobert Coana, Artisl-in-Residence

Esperanza Gorbés, Artist-in-Eesidence

Stava Grosby, Support Staff

Verasing Cruse, TOF Student

Marcia Donaldson, Boo

Claudia Ehrlich Sobral, Education Assistant
Hellis Escalante, Curalorioal Assistant

Vivian James, Infern

Anita Leach, Director of Finance

Ehading Ledn, Intern

Susana Torruella Leval, Director and Chief Curator
Moah Matalon, Theater Manager and Technical Director
John Mestre, Operations Intern

Catalina Parra, Artist-in-Residence

Moris Péraz, Support Staff

Donna Perkins, Guard

Migual Ramas, Mainténance Supernisor
Richard Rojas, Support Staff

Akira Ruiz, Volunteer
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Alan Shade, Director of Development
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Manuel Vega, Artist-in-Residence
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