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BRIDGE BETWEEN ISLANIYS

Retrospecrive Works by Six Poerto Blican Arrists in New York

These works are by Poerre Rican arvists, e thesare nor abweir Poerio
Rico. They are no more abour Puerto Rico than they arc abour New
Tork, They are personal visions of lives lived, produces of interior
imapes juxcaposed by excerior landscapes and transtorned— throush
lives desared to craftsmanship—inro art.

Fvery so often paintings and EI:L]|F1,'I]TI:‘. aor tozcther, T|'u:',.' arc hung on
walls and put on pedeseals and chey call us to see them. They demanda
dialogme. Wirhout rhe dizlogue rhey remain shadowes. By our reply, by
lisoking at them, we acknowledge rhe vision they incompomre, rhe
bridee hetween the arrist and the vicwer s cseahlished.

Thas exhibitiom calks aboue still anaother bridge: the bridge beraeen the
two fslands—Poerco Bico and Manharean —thar have shaped, by their
wery distinet and dermanding presence, the visions of these six artises.

Theee of the artists left Puerte Bico at u youny age, (Eloy Blanco,
Marcos Diimas and Tory Bechuam), one came to Mew York after baving
already established a repucation in the are world (Olea Alliza), veo of
the artists {Jorge Soto and Evelyn Lope: de Guzmant were botn in Mew
York and saw their narive island ar firsc only wichin the eves of their
parencs {although all three have wisited Puerto Bico as teens or adults
on several occasions), We can see the demanding presence of one
island over rhe other in 2 conrinually evolving fleidity, changing from
arcist to areist and flucmaring wirhin each arrise's life.

Al sax arcests feel a strong identity with Puerro Rico in an erbnic and
culturul setse, bat only voe of them, Joree Soto, feels thar bis are per se
i distincely Puerto Kican. Their styles arc as varicd as che arrises that
wlluenced them, they studied with, or that inspired them; they
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include names such as Frank Stella, Esteban Vicente, Max Beckman,
Robert Rauschenberg, William Baziotes, Hans Hofman, Salvador

Dali, and Chuck Close.

All of the artists in the exhibition feel that New York has profoundly
influenced them. Some of them acknowledge the influence of the
various art movements of New York, all of them feel affected by the
City’s cultural life both in the visual and performing arts, and all of
them feel that the “cool”, “hard-driving”, “fast”, “hard-edge” quality
of city life has affected their perception. At the same time all of them
come back to acknowledging their Puerto Rican identity and heritage.
When asked what aspect of their work they could identify as Puerto
Rican, all of them agreed that it is their use of color and light that is
distinctly Latin.

For those among the artist whose works deal with geometric and/or
abstract forms (Olga Albizu, Evelyn Lopez de Guzman, Tony Bechara)
the influence of the island of Puerto Rico seems to end here. The work
of the other three artists, however, contains recurring, semi-
representational images, such as the “stick-figures” of Eloy Blanco, and

in the cases of Marcos Dimas and Jorge Soto, the source of their
imagery is acknowledged to be Puerto Rican or more precisely Afro-
Latin-American.

Each of the artists has thus bridged the two islands in their unique and
personal way. Their craftsmanship, the strength of their vision, their
tenacity, have transformed this bridge into art. We invite you, the
viewer, to enter into a dialogue with their work and thus cross the
bridge that unites the artist with the spectator and completes the
vision.



ACKNOWLEDGMENT PAGE

The participating institnrions wontld like o express their apprecia-
tiemy 1o M. Mot Barreras of the Department of Comuunity Programs,
the Merropelitan Museurn of Acr. Her eaperrise i ediring the bio-
praphical warerials and woting the individual artists' biopraphics for
the catalog helped make it a valushle resource ool four sstluer resear-
chers m Puerto Bican Arr History,

Wi would ulso like o extend our deepese thanks to each of the
paTHiciparing arcists for their parience and help during the long hours of
imterviews, preparation, and sclection,

ATl of the photagraphs in the catalogue were taken by Marbetl who
worked on this project, cournesy of the Cultural {ouncil Foundarion
CETA Artists Project.

And finally, many thanks to Zi Pinsley for her advice rowatds the
catalogue’s Jesign.

This exhibition was made possible witly grants om The Nariomal
Endowment for the Arrs, The New York Srare Council on the Arts,
Mew York Ciry Deparcment of Cultumal Affairs and the coeperarion of
the Cultual Council Foundagion CETA Artists Froject, and the
Crlrursl Voucher Program of Museums Collaborative, Inc.

COAETL SR DILRER T HERH AN LES
CATALC RS, LIGH D ROE
PIEYIGRA R T MARBEIH, UFRCCTA
TR AP SALLE L T L ETTERE




Olga Albizu began her artistic training with Esteban Vicente in
Puerto Rico around 1944. Vicente, who subsequently became a well
known abstract expressionist painter in New York, was then married to
the writer Maria Teresa Babin, whose works explored the problems of
the cultural identity of the Puerto Ricans. Albizu became close friends
with Vicente and his wife. When they moved to New York, Albizu
followed. She continued to work under Vicente’s direction for some
time. In 1948 she obtained a graduate scholarship from the University
of Puerto Rico to further her studies of painting at the studio of Hans
Hofman.

Already at so early a stage in Albizu’s carreer it was evident the
direction which she was going to pursue. Since then, her development
has been straightforward, always working within the realm of abstrac-
tion. Later on she enrolled in the Arts Students League where she
worked with Morris Kantor, Halty and Vitlacil. In 1951 and 1952,
respectively she studied at the Academie de la Grande Chaumiere in
Paris and at the Academy of Fine Arts, in Florence.

Albizu’s stay in Paris and Florence introduced her to some of the best
collections of European painting. To this moment Francisco de Goya
(1746-1828) is one of her favorite painters. That seems only natural,
for Goya was one of the first to explore the possibilities of texture in
painting. Of the more modern masters, Albizu recognizes Nicolas de
Stael as a source of inspiration. Again, de Stael represents another
‘important moment in the development of texture painting.

Albizu returned to New York and established her studio here. She
traveled frequently to Europe and Puerto Rico. In Puerto Rico Albizu

has her closest relatives. Although she stays mainly in Ponce, where

her family resides, she has managed to keep in contact with the serious
galleries in San Juan which continue to sell her works. Her paintings

OLGA ALBIZU




can alse be found mothe theee major musenms in rhe sland: Ferre
Mitseum, Ponce: Muscum of the Llniversice of Puerte Rien, Rin
Picdras; Insticues de Cultura Puertarriquens, San Juan. Despete the
facr rhar her artisric career has developed ontside the izlamd, Olypa
Alkim is a well known painter m Puerto Ricw,

I New Yok, Albizu works v ier 0wy, unincerested i the so called
Soew York art scene, She wisics musenms frequently, galleries, oot so
ofter. Her pritnasy passion is muogic. In rhe sisrics she became actively
imvolved o supporting sz musicians by designing jackets for their
alburss, She is also interesred in classical music, one reason why she
lives near Lincoln Center. In the lasr tem vears Albiza’s werk, buas been
remarkably consistent. Verr consciously, almost meticulously, she has
beent experimenting with larger camvasses. Her color scheme is
broader, rhe masses of paint freer. She perlers 1w work during rhe
wincer titne when the ol pame does not as quickly and allows her ro
scrape oft and work wich rhe palecte while e painc is sill wer,

Commenting shont success in Mew York's ai warld, Alkion pre-
serted the following iden: " A wandoss notenter priesthood robecome
Prpe, bur hecause he leels the reliziows vocation. A painter hecomes &
paincer because he feels the uree to paint, nor fo become 3 fammos
arrist.” Thar thougda shoeld oo some Hebe om Olpa A lkzu's dedics-
rion o her are.




PLACE OF BIRTH: Ponce, Puerto Rico, 1924
EXHIBITIONS:
GROUP SHOWS:

New York City Center, 1956

Riverside Museum, New York, 1957, 1959, 1960

Instituto de Cultura Puertorriquena, 1957, 1962

Stable Gallery, New York, 1957

First Annual Bienal Interamericana, Mexico City, 1958

Nonagon Gallery, 1960

Casa del Arte, San Juan, 1962, 1963

Metropolitan Museum, New York City, Art Heritage of PR, 1973

ONE MAN SHOWS:
Panoras Gallery, 1956
Pan American Union, Washington, D.C., 1960
Ateneio Puertorriqueno, San Juan, 1957, 1958, 1961
Roland de Aenlle Gallery, New York, 1959, 1960
Galeria Santiago, San Juan, 1969-1976
Swearkingen-Byck Gallery, Louisville, Ky., 1971

Untitled, oil on canvas, 30 x 51,
1973
Untitled, oil on canvas, 24 x 30,
1973




TONY BECHARA

Landscape with Figures, oil on
canvas, 48 x 48
1969 collection of Mr. Lee W. Davis

Tony Bechara, born in Puerto Rico in 1942, came to Washington,
D.C. in his late teens to study law. After completion of a B.A. degree
at Georgetown University, Bechara felt uncertain about his future
plans and decided to travel for a while. He arrived in Paris where he
stayed for about a year studying at the Sorbonne and taking advantage
of the rich cultural life of that city, especially of its many art museums
and galleries. It was then that he became interested in the visual arts,
specifically painting. At the Louvre Bechara recognized Francisco

“Oller (1883-1917) as a Puerto Rican painter. (Oller is one of a handful

of artists of the Americas whose works hang permanently in the
Louvre.)

During his year in Europe, Bechara also travelled to the south of
Spain where he was fascinated by the endless varieties of tiles and
mosaics: Islamic, Roman and Moorish. One of the few art facsimiles
that Bechara keeps in his studio is a reproduction of a Byzantine
mosaic.

In the early sixties Bechara returned to the U.S.A., this time to
New York where he has resided eversince. For a few years Bechara kept
working, isolated, struggling with the feeling that he should not have
pursued painting because he had not been “born a painter.”

It was not until 1968 that he enrolled in a formal school of art, the
School of Visual Arts. There he stayed for two years until 1970. If
nothing else, the school was Bechara’s first real exposure to contempo-
rary American paintings. Some of his teachers then, now form part of
the history of American painting in the’60’s: Richard Serra, Joseph
Raphael. ;

The realistic portrait from those years reveals a figurative style that
gradually disappears in his later paintings. The portrait is very self-
conscious, a painting within a painting. Bechara admits that during
those years he was struggling to find his own vocabulary. He was at that




Venetian Blinds, oil on canvas, 45 x 37 1971 collection of Dr.and Mrs.

Allan Frosch

time influenced by more expressionistic styles like those of the Mexi-
cans Orozco, Riviera, Siqueiros; and of the Europeans Soutine and
Modigliani.

In the late 605, Bechara did some imaginary landscapes in grayish
tones which ruled out any possibility of experiments with color, a
preoccupation that becomes increasingly important in his later works.
Interestingly enough, the strip of unpainted canvas that frames Land-
scape with Figures reappears in his most recent paintings.

The Venetian Blind series, still in a monochromatic palette, repre-
sents a definite move into non-representational painting. From here
on (1971), Bechara’s works have tended toward abstraction, some-
times producing overall patterns that can be “read” as very stylized
tloral or geometric designs.

One of Bechara’s preoccupations is color. He states clearly: “I have
decided that I do not want to see solid colors anymore.” His concept of
color in painting seems to relate most closely to that of the Pointillists.
It also relates to Optic Art but the dynamism of the designs and the
subtle gradations of color are very characteristically Bechara’s.

“Controlled Chaos” is a phrase that describes the final product of
Bechara’s work. He explains: “I try to allow for accidents which I
consider breakthroughs, not by splashing and watching the drips, but
by working within the controlled and rigid nature of my work. [ work
blind, most of the paint I have applied is covered by tape, and there is
where the accident can happen.” Bechara also describes New York as a
“Controlled Chaos.” The city has definitely affected his perception as
an artist. It confronted him with an international aesthetic language
which in turn helped him discover his own vocabulary. New York has
also made him aware of the problems of the cultural expatriate. The
Melting Pot seems to allow easier access to the art scene for certain
cultural groups over others. “Although most of the time I function
unaware of it, sometimes it seems to be just a little bit harder for us
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(Puerto Ricans). I feel it is harder, but I hate to admit it even to
myself.”

PLACE OF BIRTH: Puerto Rico, 1942
EXHIBITIONS:
GROUP SHOWS:

“Ten Puerto Rican Artists”, Brooklyn Museum, 1970
“Puerto Rican Artists”, New York State Council for the Arts, 1972
“Eight Latin Americans”, Loeb Center, New York University, 1973
Forum Gallery, New York City, 1974
Biennial, Whitney Museum of American Art, 1975
Magnet: New York, Center for Inter-American Relations, 1976
Latins in New York, Ponce Museum, Puerto Rico, 1977
Harlem Art Collection, New York City, 1977
Resurgimiento, El Museo del Barrio, New York City, 1978

11



ELOY BLANCO

Bormn in Apoedilla, Puerto Rico in 1933, Eley Blanea came ro Mew
Yook Ciry with his parencs und prandmaother ar the spe of lve, Like
wazy of his other comparriots, Blanco suftered the comsequences of the
abrupt lineuistie changs. Doring childhood and adolescence he expen-
enced prohlems inarticulating che sounds of erh Spanish and Engdish,
Glanco underwent special treatment tor speech problems and a5 2 part
of these thempeute exeicises he wos encoumiged to deaw, [ois not a
marrer of codneidence Gaat Blance refers to his stylistic varialions as
“different phrases” of 2 Troad “vecabulary™. At tines, Blanco hasscen
el a: comununicaring in the manmer of a cave man, thar is, tracing
apmbols that someone would decipher someday,

Althwugh fiest his dravings were simply an alternate farm of eepres-
sion, very soon their arristic value becawe evidear zs welll In 1945
Blarcs woin 2 schelarship roarrend the Brooklyn Yinseum Are School
where he studied until 1933 In 1349 Blanco had his first ome-nan
show at the Trooklyn Musewn School Gallers. This was bourd 1o be
ane of the mosr encouraving mements of his arvistic life, Nol only was
it high honor roexhibit individually ac soearly anage, bt it was also
sspecially inspiving ro receive the complimenrs ot ra of the arschonl
reachers: Max Feckman and William Daziates.

Aarens Bl ol anoscelic oo
CETANL
PRS- S P




Beckman, the expressionist painter, had been appointed at the
Brooklyn Museum Art School in 1949. His death in December of 1950
did not allow time for Blanco to establish a meaningful relationship
with the German master. A more enduring influence however, turned
out to be William Baziotes. He developed in Blanco an interest toward
experimentation with texture. To this day Blanco recognizes that “the
great thrill I get from painting is not the color, is not the composition
either. It is a certain love for the paint itself.”

Thanks to the encouragement that he received whileé attending the
Brooklyn Museum Art School, Blanco continued to paint against the
strong opposition of his parents who, worried about his futuré, wanted
him to learn a trade.

In his teens Blanco got acquainted with the collection of the
Museum of Modern Art. At first he was very impressed with Picasso’s
“Girl Before a Mirror.” The basic ovate shapes of that painting might
have inspired the embryo-like form in Blanco’s Poor Soul of 1959. The
stylization of his “stick” figures (reminiscent of prehistoric cave picto-
graphs) was not too far from Klee’s or Giacometti’s representations of
the human body. Blanco’s series of “stick” figures on red and greenisa
whimsical variation of Optic Art.

He succeeds in creating optical effects but avoiding the pure geome-
tric designs that are the trademark of that style.

Blanco’s titles always suggest another level of communication
besides the purely visual. Aaron’s Rod, Constantine’s Dream, Eternal
Search suggest religious preoccupations.

Beyond the literal meaning of biblical stories and metaphor, more
universal meanings emerge out of Blanco’s paintings as they do out of

parables. It is in that realm that Blanco establishes communication
with the spectator beyond literal spelled-out phrases.
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PLACE OF BIRTH: Aguadilla, Prerts Fice, 1953
EXHIRTL [N E:
LRI T S 1O,

Braoklvo Miseus, 1949505157 and 1935

Brocklon Colizpe, 1951

Broeklyn Likrare, 1055

Wetinly Cllaza Chillery, 13

Actoes Callory, 1564

Read™ Giallere, Csnada, 964

S Mirw Cailery, Scath Hamprog, 1974275 aed 1055

b b e del Bagien, 1975
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Easr Ride Prodecr, 19
e Gallere, 1983
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MARCOS DIMAS

Suprar vane workers are seasonal workers, During pevifar e
{off-seson) many of them look for jobe elsewhere; Marcos Daaaeas’
futlier {who helped weivh and ship canc) came widh his tamily to Mew
York during one of those off-seasans. Having lived in rhe natural
ervitanment of Muerte Rico™s counmy-sade lefl @ deep impression an
Dirnas. Alrkeugh Le bas visited the wland as an aduls, bis experiences
from carly childhuod seem to be rhe miet vivid. Tle alsorecalls having
andled Taine Indian artifacts that were callecrad by 4 relative of his,
Crirnas admats readily the influence ol twse early cxpeneices o some
of hiz worke.

Aldthoupd: Dimas had beer inteessted in ars since cluddbuoad, it weas
nor untl after his relense from the military service that he began m
paint. [ 1967, taking advantags of the vercruns Lenefits, imas
repistered in the Schoul of Wisoal Arrs from which he gradusted in
1970,

Al the School of Visual Acts he came incontact wirh attists such as
Cluck Close and Malcoln Merley, amony otdwrs, Domestic Ulensils
anil Arnpranen reflect some of the preoccupacions of American palit-
i in the sixties, Cunumon ohjects—the scissors, rthe can-openet
are depicred inou super-realistic sryle and Lighlighred against 4 solid
color backoround. The way m whicls they ame depiceed is doubiy
disturbimp, Not only are rhese oljects, which pemerally are taken tor
granted, presented oversize, bue they are also pliced in unespecred
circumetarces, The scissors are cul o piecos, the can openas are
serarching an ambiguous surface. Dimas explaing: “the scissors and the




L3 CPTIIrS . these manual tools are i esence wbyeces of soplisti-
catien in the linkage from man o machine . . rhey are 4 SFEf il
modernism, .. " By not performing their funcrions, these tools

hecome unknowen, dungerous, surreal objects. The coul, hard-edie
qualicy that Dimas Gnds in New York's lundscape seems mo nermenle
thoae paintings o,

After leaving  rhe Schwol of Visual Arts, D wenr dutuh 5
period of “woing hack w the raots,” Tring that peried he saadied the
Laina Tudian art hecitage which Le had encountered s 4 child in
Pueren Rice. He alra became very much awsare of ue African LI
nent of the Puerto Rican cultre,

Pariah represents, in a lanper than Lfesize scale, sn AfiocTndian
Persomage, an archetvpal Gpure of the thicd world, This pain i was
onge called Obatsls sfter 3 divinier of Santeom—rhe Alto- Anrilliog
svnetelic religion; lus arple evolved into a mwore spontaness Applica-
rion ol pain and a less tight drawing as well.

Mis conscions vejection of e themes and stvles of mainsmream ol
was noLonly an aestlietic choice bue s palitical decivion as well. | Wiring
the early sevenries Dimue was actively invalved in attempls o decen -
tralize are collecrions and make em more available wo people, |le
actively partcipated in the takeovers of the Mecopolitin Museom of
Artand the Muscumn of the Uiy of New York, Those were LTS
gestures which effecred some shorr-tecm, s woll s Long-rerm, changes
it Llie mouseums ' sieue tures.

As an oftshoor of ose vears of cultural-political awarencss Dinas
founded o collecrive worlshop, F1 Taller Boricun, with 4 group of
Fuerro Rican arnsts. Bl Taller has zlways been cngaged o promoting
Maertor Rican culsore and ellering free ae0 istrucrions ro dhe VO ESTe LS
frem the inunedisre coromunicy of Bl Bageio, Bl Taller in it sense has
beer a political vrganizacion, although ithas sever heen afiliaced with

Drmesrie Diensibs. ol o cuereas,
23w INTH

Lo

s
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Foune Hand-(idired Buses, ALy [JI_'IIili.E'-‘:'I] ERIT.
[ rheyrmpla, 13 % 2, 1965 Diimas later works concinmed o explore primary symbals; sumetimes
in a smaipghclorward manner, g a0 Cibisg! Crrecrinhait, suneliines in
wiore ahstracr, almost esoteric fashion. Dimas says. “This series of
paintings i= an strengel W deal wirh and mastet-mired primitive suphis-
fiention. The primitive mind rends rowand sy hesiz rarher thanasal -
sin, Where we oo conPrion, pricaitive man sees lusdoen,”

FLALY OF BIRTLL: Cabo Rigo, Puecto ics, 1943
EXITIBTTTIOMNS:
T SHU W S
Cinleria Thoos, MY 197
Aok Wiy Coaemrerweighn, MY 1907
Promklyr Museom S, X700, 1978
Canenean Sallery "Spir o Independence”. MY, 1978
Centet far Inees-Amancan Seiazions —loas”
Exlubit traweled b lnztitore of Colore aed Fonee Musceen, Poerto Bico
14y
Boricug Universivy, W12, 1973
Baturns Giallare—"Laria Americn Pruotmakess", Y0 19
bopumne Coailery, BT, 1974
Marlome Fine Mena Crallore. BIYCI JWUES
Huceees el Fast Lostival of Thad &add Aris, 570, 1275
EL Buson el Sacties, WL 1973
dirquee Ciallery, 2 T 15T
Axatantarinn House MY, 1970
Tafler Poicea, =00, 1971
Treetitiate ui Lulore, Son Juso, Poereo R, 1D
Lok Siedenir Cenrer, WY Llnieensity, 908
Cilera oy, ®YC, 565
Firtak Ly Bluszuer, BRI 2ol
Selusch ot Yisual Arks, =T, 1967
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Untitled, acrylic on canvas, 66 x 66,
1972




Evelyn Lope: de Guemar has been very formmnare, Since early
chillliond her artistic talony bus been recopnized and encouraged by
those who surround hey, Hey parents, husband, frends, and relarves
have supporred her decision Lo hecume an artist, In elem entary schonl
she received 4 lat uJ'-::n-:-:.urage::mnt which led her to crger Whshineron
Trving High Schaol where the curriculum eimphasized the arrs, From
rhere she went dircedy ro Huner Collewe, wlere in 1974 she comple-
ted graduare seedics in Fire Arps,

[t was acrially duting her vears ar Hunrer thar Lopesz de Giuzman
fimally decided w work on rainung. Prior w chat she had heen
nrerested in interor decoration aud graphic arts. Freen noveadays he
feels thar her methad of watk, her mericulousiess o irlterired from
her early traming in rhe vrapluc ars,

Lopez de Guzman adunrs dhar 5t fivar she did not feel comfrrtalle
with painring, especially with colon, While her incerior decosating and
her graphics showed wiliesnr sculims, her painting exhibire] Ummniced,
lifeless" colaps, She explaing: “Tt was fearaf experimentacon. One dlay
[ decided not w da a fnsided PaInLing, but o go e the cipele. Fap
soine Teason [ ostarre] paintng boght colos,” Ralph [Mwophrey, b
rainking instructor ag the Lme, encotitaged her ro furrher EXTEELneL
with bright coloms, bold conrmsrs,

Alrhough Lopes de Unzman siovves Lor soft, floid forme she CUNNOL
Allowe paine ta “usr drip or Tow on the cnvs,” She besins with o
aimple line drawing. Her ideus are wsnally inspired by forms thap she
Lrices wh jle walking arcund the city: ™, Lircould he g nicely shaped
window or 3 are. ™ Thap s anly che beginning, for when she gers o Che
canvis the real problems emerse, Most of the tie the final product
Pas very Lattle o do with e ficsr skerh, [t i the interaveion ol coloes
that determines the final details of 4 sperific design,

e
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Some of Lopez de Guzman’s designs are reminiscent of pre-
Columbian textiles. At one point in her studies, she became very
much interested in South American Indian patterns. Although she has
never consciously tried to recreate them, she recognized their influ-
ence on a general level.

Another preoccupation of Lopez de Guzman is to achieve balance of
forms without being perfectly symmetrical. She is working on balanc-
ing out similar, yet different forms and equivalent colors. Her dislike of
repetitive designs multiplies her work but she is willing to accept the
challenge.

Lopez de Guzman’s latest works are more subtle and softer in color,
the forms are more stylized. She is experimenting with the illusion of
depth which was lacking from her previous paintings. She is also
experimenting with new materials: wood, plexiglass.

Evelyn Lopez de Guzman has been endowed with many gifts. She
has a beautiful daughter, an understanding husband, artistic talent,
and a profession. She has only one problem, she wants to succeed in
every task she undertakes, to set an example for other Latin women. So
far she has been very fortunate.

PLACE OF BIRTH: New York City, 1947
EXHIBITIONS:
GROUP SHOWS:
New York City Graduate Center, 1970
Puerto Rican Cultural Art Exhibition, New York University Loeb Center,
New York City, 1971
International Art Exhibition, New York University Loeb Center, New York
City, 1972
International Art Exhibition, New York University Loeb Center, New York
City, 1975

No Ho Gallery, New York City, 1975
Bergdorf Goodman (Shal-Aide Society),
White Plains, New York, 1976

Cayman Gallery, New York City, 1976

No Ho Gallery, New York City, 1976

No Ho For the Arts, 23 Artists at 10 Studios,
New York City, 1977

El Museo Del Barrio, Resurgimiento, 1978,
New York City, 1978

ONE-MAN SHOWS:
Hunter Arts Gallery, Hunter College,
New York City, 1974
Cayman Gallery, New York City, 1976
No Ho Gallery, New York City, 1976
No Ho Gallery, New York City, 1977

Untitled, acrylic on shaped canvas,
72 x 41%2, 1974







JORGE SOTO

Jorge Soto was born in New York City. Nevertheless, his early
childhood was almost identical to that of any working classchild inan
urhban environment in Puerto Rico. Language, food, music, religious
beliefs, family traditions, crowded spaces, community life, and poverty
were then, and still are experienced in a similar way by Puerto Ricans
living in both New York City and the Island.

School was Soto’s first real encounter with the Anglo-American
cultural environment and for him, as for many other Hispanic chil-
dren, this first encounter was difficult. He was intimidated by the
language and teachers of the new city and he had to attend special
classes designed to “remediate language problems.”

Very soon, Soto learned to ignore the teacher; he fantasized and
scribbled most of the time. Contradictory as it may seem, the same
teachers who intimidated him were the ones to encourage the develop-
ment of his talent. In third and fifth grades Soto was awarded the Sak’s
scholarship to study anatomy, drawing and composition. Since that
time, he has been consistently working on developing his skills as a
draftsman and painter. "

For Jorge Soto, primarily a self-educated individual, the city pro-
vided what art schools ordinarily provide for other artists, that is, a
general knowledge of artistic trends and a basic exposure to materials,
media and techniques. As an adolescent—more so nowadays—Soto
frequently visited the major museums in the city. He became familiar
with images and styles of the most diverse periods and countries. The
wealth of these art collections, the profusion of art galleries and




publications, the ubundance of visual images, the suphisticarion of the
mnags tnede snd the agitated cultural Life of the ciry have alwas excired
=Oo00's creativiry.

Gt for a4 working-lass Puerro Rican, the Mew Yotk are warld
sommetimes seemed wbe tar remaoved from his immediate reading. Fos
O veirs 45 1 young adule, he ook whatever jobs were available for
an wnskilled worker, Paintiog during those yeurs hecame extremncly
difticule. Nonerheless, Christ of the Christigns of 967 hegine oo show
sorme of his Lasie preocenpacons and srglistic festures. The endition is
burdering an Primitivism: a very tivhr drawing, pure colors, and a siuall
format. The religuous rheme of this pamring, however, is teazed inan
ubconvenional wanner. Chiist s depicred as if shinned, the genitals
clearly visikle. This Gpure foreshadiows rhe kundeeds ul Tepreseniralions
of human beings produced by Sowo in subsequent vears, (risto also
touches om mwo themes thar continuously reappear in many of his
works. One of them being religious iconogmaphy. and wytholongy in
peneral, These rhemes ure evident in Av Hendizo!, wluch cxplones
Larholic wonography, and Changs which relates re Afro- Antillian
mAnteria.

The other theme thar appears in Crisio is human anffariog and pain.
soroexplains: "Basically e mam images inmy work deal with MAN,
Buman beings, disrorred bodies, twisted faces, and rormred souls. Fon
anil 1 being victims of this so-called democratic sociery we live in, Mo
images oller no escape but a repulsive mirror we refise o ook meo
becanse i is too painful and disrurhing. ™ Windlow of Pain explures somee
ol thess prececuparions s well as Sora's use of discarded marerials and
found akbjects. His inreresr in these mararials i very rersonal. It
developed very eacly in his childbused. *One of my st phyvsical scars,
o the left parc of e head . - - and unother sear, on my righr thuml,
are relaced ro empry lots in Bl Barrio . . rhey Lecume my play-



Window of Pain, acrylic on wood,

44 x 48, 1973
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grovneds.” Dhichamp, Ravschenberg, Clunnberlain reintoread Soro's
desive to utilize those discarded abjecrs which ure very much pare of
everyday lite in New York City

In 1931 Jorge Sotw walked inre Bl Taller Buricus, 4 collecrive
studiv-workshop of Puerw Rican arrises, becoming o member. Twn
things cenvinced him ra jain: the powertul Puerta Rican graphics on
the walls and a familiar face: rhar of Marcos Dimas, une of Bl Taller's
founding members whom Sore had wee while prowing up in e sane
block ar Fox Street in the South Brous, “Cusndo vo eneré al Taller
realizé 3 coneccivn von un pasado ¥ una tadicion con la e podia
ieneficarme.™

Une of Soro’s first interests was Pnareo Rico’s Columbian arrisric
Leritape. The Taing lodian wythology and art objects mespired many of
his drawingz, The diversivy ol lertility images in the Taino culrural
production rernforced JSown's incerest in the thame of the life-circle—
Procreavion, Woman, Earth, Teaw Prostiaetes anda Yoing Man s one of
many variations on the theme of motherhood, of Woman as u Fernliry
Clodddess,

Larely, Soto has fumd in Jose Canpeche (1751-1809; the Tiese
Puerrn Rican pawer of grear repure) anoler source of inspivation.
Soer's painting Second Verston of Campeche is one of several versions
based on Campeche’s Din Miguel Anoein de Ustanz. Campeche's
portrart of the Spanish governor embodies che image of power. [
[urmeal components are very cftective. Sow eetaing those and reine
terpress their Mg )

Soto studies Puersn Rican art as seriously a5 he explores zalleries in
Soha. Te tavels frequenly ta Puero Rico where he exhibiis recularly.,
Hefeels there is 4 serong enloal, policieal snd economic bond that ties
the Puerto Rican population on the slands of Manhattan and Duerto

Av Beodice, acrylic un canwas, 47 «
UM E




Second Version of Campeche,

acrylic on canvas, 38 x 50, 1978




ey,

Jorge Soto’s art and life are commireed; his art is never decorarive,
He staves: "Inonder o justify mw exiscence tamysclf, 1 srrongly teel char
[ dir rst create art for amuscmant or rofitintoa rend. o o be sold s a
cominedice, ™

MAME: [ORSL SO
PLACE OF BIR'LTH: Mow Youk e, 147
EXHIBTTTOMNS:
Gl T SHOEE
Latin American At Gallery, Sew Yock Cice, 1073
Bronkivn bosenm, Mew York Cioy, 1978
blasen e Tomes, TURL, 1970
Lotioase de Clultern Peertrmiquean, SemJosm, TR, 1908
Crarian Crallery, Sobao, X0, 197575
1. Glack Cariblesn A
2o Eoia-Whitiey Cuourcterweaiphit
1 ':'pjljt of |.|.'.-.:n_'p|_| e e
Latin Armcicain Aalisls 1_il.'ir|l.-: in e Yol Cesier for Tncer Ameican
Belatons, WY
Fi buseo del Basio. MY, 1971-74:
1. Fxpresion del Alma—Centionacion (Aanbiente, Espgacin
2. Uimaficn T'11i,':‘|:|:|l_'|_'i,|:|_l_li;"|_'|f|c§
Hotneoape a 2ucstnes Faulan
Colebizeion de Ariversaci;
La [listovia del Dateice
Besurpimieiy

CiE- b AR S0
Chitleria bdemivi, 0
Acsciarion of Hispanic Arms, WY, 1977
Caaleri Tare, ™ew Yirk e, 19760
Ui lerin f.'l‘rinn:'.nwril'.-':n.-'u:_ Imstirutn bexizunn

[T

=

Urhana de Relzcione: Ciloucales, Cruadalajaca, Moo,
1y
sociecy of Frlonds of Pacro Bico, Inc.. Hew Yook gy,
1275

Mo de la Uniresidad oo Paciws Fico UPE. Biu Biedras,
Foerrn Rico, 1974

Cialerin Tamamng, Arecibe, Moeroo [Mico, 1973

Taller Galeris Boricua, MNew Yok Cioy, 1971
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TONY
BECHARA

30

Untitled, oil on canvas, 58 x 66, 1970
Untitled, oil on canvas, 30 x 51, 1973
Untitled, oil on canvas, 40 x 40, 1975
Untitled, oil on canvas, 40 x 42, 1972
Untitled, oil on canvas, 36 x 36, 1965
Untitled, oil on canvas, 36 x 40, 1976
Untitled, oil on canvas, 24 x 30, 1973

Woman in Red Hat, oil on canvas, 24 x 36, 1967

Landscape with Figures, oil on canvas, 48 x 48, 1969—collection
of Mr. Lee W. Davis

Venetian Blinds, oil on canvas, 45 x 37, 1971 —collection of Dr.
& Mrs. Allen Frosch

Tyger, Tyger, acrylic on canvas, 84 x 74, 1976

Untitled, acrylic on paper 15 x 18, 1978

Untitled, masking tape on canvas, 18 x 24, 1978

Untitled, masking tape on canvas, 18 x 24, 1978




ELOY
BLANCO

MARCOS
DIMAS

Poor Soul, oil onocanvas, 16 x 12, 1959

Golden Message, oil on canvas, 16 x 20, 1966

Symbols in the Milkvway, anl on canvas, 36 x 28, 1363
Diream of Constantine, oil oo cunvas, 36 ¥ 28, 1969
Subway Rush Hour, oil on canvas, 425 x 481a, 97072
Aaron’s Rod, il and acrylic on canwvss, 71 % 2518, 1972
Erernal Search, oil and actylic on canvas, 33 1 53, 197674
The Fall, actvlic on canvas, 53 % 38, 1974

Donble Red, aciylic on canvas, 53 x 38, 1978

Butterfly Tunt, vil and acyvlic on canvas, 29« 29%, 1973

Four Hand-Coloved Ruses, Lithograph, 18 « 9, 1uai
Urpivel Guarioban, ink on paper, 33 1 24, 1975
Amputation, oil oo catvas, 45 x 48, 1969

Domestic Urensils. oil on canvas, 45 x 44, 1970
Pardah. ol on convas, 54 x 65, (974

Spirdtually Troe, oil oo canvas, 34 % 54, 1975

il



EVELYN
LOPEZ

DE GUZMAN Untitled, acrylic on canvas, 66 x 66, 1972
Untitled, acrylic on shaped canvas, 72 x 41%2, 1974
Untitled, acrylic on canvas, 98 x 33%2, 1974
Untitled, acrylic on canvas, 48 x 50, 1974
Untitled, acrylic on canvas, 72 x 48, 1976
Untitled, acrylic on shaped canvas, 82%2 x 70%2, 1976

JORGE Untitled, acrylic on canvas, 72 x 48, 1978

SOTO Christ of the Christians, acrylic on canvas, 18 x 24, 1967
Two Prostitutes and a Young Man, acrylic on canvas, 50 x 60,
1972
Second Version of Campeche, acrylic on canvas, 38 x 50, 1978
Chango, acrylic on canvas, 24 x 24, 1973
Ay Bandito, acrylic on canvas, 42 x 50, 1973
Window of Pain, acrylic on wood, 44 x 48, 1973
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