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INTRODUCTION AND ACKNOWLEDGEMENTS

With this 1594 anmdversary exhibition, Bl Museo del Barrio cele-
brages twenty-five vears of achievement and struggle, As its new
director, 1 am keenly awiire of the energy, organization and dedica-
cin that perpetunting an institution requires, Thus, | dedicate this
rwenty-fifth anniversary exhibition o those whose hard work and
cogmitment hieve sustiined El Museo's Tife since 15969: the vision-
ary founders—Puerto Rican artists, educators, community activ-
ists sl pairents from Bl Barrio; previous Directors and their staffs;
founding, past and present members of the Board of Trusiees; Latin
American artists, who provide our reason for existing; and our pub-
lic—from El Barrio, from Mew York Cievs five boroughs and from
across this country—whose support has been our litehloodd,
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I 1977, when Mayor Edward Eoch mamed El Museo del Barrio o
member of the Cultural Institutions Group, he acknowledged s
importance o the culturl life of this city, We are thankful for this
viliable recognition and support from Mew Yook City, whicl bas
been crucial to our viability and well-being. Over the vears, El
Museo hias also been fortumate o receive important support from
The Mew York State Council on the Arts and The Mational Endow.
ment for the Arts, as well as from many generous foundations, cor-
prarations and individuals who believed o cur mission and helped
us realize e

The iwentv-fifth anniversary exhibinon, Artists Talk Back:
Visual Conversations with El Museo, would not have been pos-
sible without the generous support of the following government
agencies, corporations and foundations: The National Endowment
for the Arts, The New York State Council on the Arts, The Andy
Wirhol Foundation for the Visual Arts, Inc., The Rockefeller Foun-
dation, Metropolitan Life Foundation, AT&T Foundation, the New
York Council for the Humanities, a state program of the National
Endowment for the Humanities, Anheuser-Busch Companies, Inc.
Banco Popular, Goya Foods, Inc, The House of Scagram, Vidal,
Reynardus, & Moya, and American Express Company. Although
most of those listed above are lomgtime (riends of Bl Museo, they
deserve particulir thanks for their support of this special event
in our history, The catalogue for Recovering Popular Culture,

&3

Part Il of Artists Talk Back: Visual Conversations with El
Museo was madle possible with funds from Metcopolitan Life
Foundiion.

The three pacts of the pwenty-fifth anniversary exhibition, of
which this is the second, were conceived as steps towards reclim-
ing El Museos own history, as strands with which to rewenve the
complex narrative of its institutional history. As we recover our
history and repossess our past, we ar El Museo del Barrio prepare
t meet the challenges all museoms must face in the pwenty-first
century.

In 1959, Robert Rauschenberg said that, as an artist, he tried
W “act in that gap™ between art and life. Recovering Popular
Culture, Part 11 of Artists Talk Back: Visual Conversations
with El Museo also attemprs to bridge that gap, One aspect of it
cimtinues the twenty-fifth anniversary exhibition concept: inviting
contemprorary artists of Latin Amencan descent to select a work
from El Museo's permanent collection and oo create a dislogoe ber-
ween it and a work of their own. The dialogue concept was
intended o give artists a choice and also a voice ( through a writ-
ten statemient ) in the co-crcation of the exhibition at the juncture
where the curator’s role traditionally dominates.

Through my work as a curator during the last decade, 1 have
been struck by the power of the work of contemporary Latin Amer-
ican and Latino artists who look to popular aspects of their mother
cultures for inspiration. This impulse speaks about the degree 1o
which these artists” sense of identity continues to be tied o their
cultural rocts, Within the context of North American calture, it
alser suppests a sense of cultural resistance which rejects arbitrary
hicrarchics and distinctions berween “high” and “low™ forms of art,
between “fine” arts and cralis. These hicrarchics—maostly dictated
I European and North American modernist canons that have
dominated tor the last eighty years—seem irrelevant or unimpaor-
tant to many of these artists. In their work, they have gradually
shed these imposed categories, replicing them with distinctions
determined by visual languages amd criteria of taste arising from,
andd still relevant to, their own cultures. Their responses range
from the home-spun, barogue humor of Pepdn Osorios La Ceamica
{The Bed) o the computer-generited sophistication of Regina Sil




veiras The Saint’s Pavadox, Nellie Escalanie's interesting and
informative cssay in this catalogue places the participating urtists'
works ina broader context, establishing dialogues between them.

Beyond giving viice to the artists in the dialogue portion of the
exhibition, Recovering Popular Culture wishes to bring forth
ether voices—the unheard voices of countless artisans artists and
individuals—wha by creating and norturing popular art, provide
the broad framework and matrix for our cultural experience
These silenr voices range from those of: master artisans like Gre-
gorie Marzan and Emilio Rosado Sanchez; contemporary artists/
artisans in the Las Americas, Mano a Mano (The Americas,
Hand to Hand) workshop; the courageous women who sewed the
arpilleras Gapplique wall hangings ) and vanished gencrations of
bodegreros (grocery store owners ), who, from behind the coun-
ter, helped keep the soul of their cultures alive by selling prcas and
fantanos or playing the latest belero or graracha from home

Recovering Popular Culture presents these voices side by
side without attempting o integrate them. As in life, they will ere-
ite their own dialogue.

The three-part twenty-filth anniversary exhibition has been a
major undertaking for El Museo. It is a particularly significant
moment as it also miarks the reopening of our newly-renovited
exhibition galleries designed by architect Jonathan Marvel, As our
celebration continues my heartfelt thanks go to El Museo's staff, an
extracedinarily joyful group who have shown their dedication
through good and difficull times, Whether backstage { Financial,
Development, Operations and Theater Departments ) or in full
view { Public Relations, Curatorial, Education) each deparoment
hats prepared for several years for this exhibition

Particulir thanks go o Federico Ruiz, Director of Operations,
and Gillian Wainwright, Assistant Operations Manager, on whom
fell the immense sk of overseeing the construction project and
the inseallation process in addition 1o their ikmly operations dutics
Thanks to their efficiency, perseverance and diplomatic skills, we
have beantiful new galleries for our anniversary exhibition,

My special thanks also go o our Registrar, Marcela Clavijo, and
Nellie Escalante, Coratorial Assistant, who took on the full burden
of the exhibition as | became El Museo’s director. Their splenclid

efficiency, skill and attention to detail have made the extraordi-
narily complex logistics of organizing and installing the exhibition
seem casy. Jerri Allyn, artist and consultant, undertook the compli-
cated coordination of the catalogue, on short notice, with dynamic
intelligence. The Curatorial Department was fortunate to count on
four interns—Bill Brooks, Rosa Fernandez, Vivian Times and
Khacline Ledn—who valuably extended the department's work for
this exhibition through their research and essays.

The guest curator, Adrian Garcia, artist and co-founder of El
Musen, coordinated Las Américas, Mano a Mano (The Amer-
icas, Hand to Hand), the artisans’ workshop in the East Cralbery,
with energy and talent, demonstrating his knowledgeable passion
for the contempornary crafts field. The six participating artises will
generate creative life daily in the galleries as they interact with visi-
tors through common projects.

The Bodega Project, originated by previous Museo director
Petra Barreras del Rio, became a reality thanks to guest curitor
and cultural historian Arthur Tobier and a generous grant froum
the New York Council for the Humanities. Tobiers conception of
the project testifies o his love of New York City, of El Barrio in
particular, and of the constant population shifts that humanize
both. Artists José Morales and Manuel Vega share the credir for this
lirving reconstruction of a bodega, as well as photogeapher Pablo
Belang, who worked side by side with Tobier for several years
gathering documentation for the project.

Lastly, my grateful admiration goes to all the artists—those in
the exhibition, as well as countless anonymous ones—who enrich
our lves through works that make irrelevant the distinction bet-
ween the useful and the beautiful, They share a profound bond
with the courageous Chilean women who sewed the arpilleras, as
well as with the endlessly obliging bodeguero, always happy o
respond 0 the gquestion: "Whats the latest from home?”

Susana Torruella Leval
Dhrector




INTRODUCCION Y AGRADECIMIENTOS

Por medio de esta exposicion de aniversario El Museo del Barrio
celebra veinticines anos de logros v de lucha En mi nueva funcion
como directora, tengo perfecta conciencia de que la labor de per-
petuar una institucion requiere mocho esfuerzo, organizaciin ¥
dedicaciin. Por lo tanto, dedico esta exposicion del vigésimo
quinoe aniversario o tedos aguellos cuyn esfuerzo v compromiso le
hin dado vida a El Museo desde sus comienzos en el afio 1969
los fundadores visionarios—artistas puertorriquenos, educadores,
activistas de la comunidad y padres de fumilia del Barrio; los direc-
TOres anteriores y sus equipos; miembros fundadores, miembros
previos y presentes de la junta de administracion; a los artistas ati-
noamericanos gue son la czon de nuestra existenciz; y 8 nuesteo
publico—del Barrio, de los cinco municipios de la ciudad de
Nueva York, y de todo este pais—cuyo apove ha sido nuestro
impulso vital,

En 1977, cuando el alcalde Edward Koch nombra a El Museo del
Barrio como miembro del Cultural Institutions Group, reconocio
su relevancia dentro de la vida cultural de esta cludad. Agrade-
cemas este valioso reconocimiento y el apove que nos brinda la
ciudad de Nueva York, que ha sido elemento fundamental de nues-
tra viabilidad y bienestar. A través de los anos, El Museo ha tenido
la fortuna de recibir importantes apoyos de The New York
state Council on the Arts v The National Endowment for the Arts,
tsi como de muchas fundaciones, compenias ¢ individuos BENE-
POS08 que crecn en nuestra mision v que nos han avudado a
desempetiirla.

L exposicion del vigésimo quinto aniversario, Los Artistas
Responden: Conversando en Imdgenes con El Museo, no
hubicra sido posible sin el generoso apovo de las siguicntes
agencias gubernamentales, companias y fundaciones: The National
Endowment for the Arts, The New York State Council on the Arts,
The Andy Warhol Foundation for the Visual Arts, Inc, The Rockefeller
Foundation, Metropolitan Life Foundation, AT&T Foundation,
The New York Council on the Humanities, un programa estatal
del National Endowment for the Humamities, Anheuscr-Busch
Companies, Inc., Banco Popular, Goya Foods, Inc., The House of
seagram, Vidal, Reynardus & Moya y American Fxpress Canmpany,
Aungue muchas de estas organizaciones antes mencionadas son
vicjas amigas de El Museo, merecen nuestro particular agradeci-
MUCNL Por apovir esie evento lan especinl en nuestra historia, El

citilogo de Recobrando la Cultura Popular, 1a segunds parte de
Los Artistas Responden: Conversando en Imagenes
con El Museo fue impreso gracias al apoyo de Metropolitan Life
Foundation.

Las tres partes de la exposicion del vi Besimo quinto aniversario,
del cual estr o5 i segunda, flueron concebidas como pasos hacia la
recuperaciin tetal de fa historia de El Musco, como hilos con los
cuiles volver a urdir la compleja narrativa de su historia institu-
cional. Al recuperar nuestra historia v reclamar nuestro pasado
nosotros en Bl Museo nos preparamos a hacer frente a los retos v
desafios que todo museo debe afrontar en el siglo veintiuno,
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En 1959 Robert Rauschenberg dijo que, como artista, procurab
“actuar en el espacio” entre 1a vida v el arte. Recobrando la Cul-
tura Popular, la scgunda parte de Los Artistas Responden:
Conversando en lmidgenes con El Museo, a su vez trata de ocu-
par es5¢ espacio. Un aspecto de esta segunda parte perpetia €l con-
cepio de la exposicion del vigésimo quinto aniversario: invitar a
artistas contemporineos de ascendencia latinoamericana a e
seleccionen un trabujo de la coleceion permanente de El Museo
para de esta manera entablar un didlogo entre esta obea v una de su
propia creacion. Bl concepio del didlogo fue planteado con la
intencidn de darle voz y voto a los artistis——éste al escoger un tra-
bajo y aquélla al escribir un breve ensayo—en la creacion de la
exposicion, justamente ¢n la fase tradicionalmente considerada
como el dominio de los musedlogos,

A traves de mi labor como curadora durante la Gltima décads,
me: ha impresionado el poder de la obrg de los artistas contemp-
rineos, latinos y latinoamericanos, que encuentran inspiracion en
los aspectos populares de sus respectivas culturas, Este irmpulso
pone de manificsto la medida en que las scias de identidad de un
artista todavia pueden ser trazadas 3 sus origenes en sus propias
raices culturales, Dentro del contexto de la cultura norteameri-
ciana, tambien sugiere un sentido de resistencia cultural que
rechaza las jerarquias v distinciones arbitrarias entre las formas
“altss” y "hajas” de cultura, entre las “bellas” artes v las artesanias,
Estos artistis no le dan gran importancia ni creen en la relevancia
de estas jerarquias—en su mayoria dictadas por los cinones euro-
pcos ¥ norteamericanos que han dominado por los altimos
ochentia @nos, En su tribajo se han desembarazado de estas Culego-
rias impuestas, reemplazandolas con las distinciones determinadas
por el lenguaje visual v el criterio de gusto que surge de sus pra-
pias culturas y que cobra relevancia dentro de ellas. Sus respuestas



varian desde el humor casero ¥ barroco de Pepon Osorio on La
Cama 4 la sofisticacion computarizada de La paradoja del
sanfo de Regina Silveir El interesante ¢ informativo ensayo de
Mellie Escalante en este catalogo sitia el trabajo de los artistas den-
tro de un contexto mis amplio, entablando dilogos entre si

Afis alla de darle voe a los artistas en ia seccion de didlogos de Iy
exposicion, Recobrando la Cultura Popular pretende sacar a
refucir otras vooes—Ias cilladas voces de los innumerables arte-
sanos, artistas ¢ individuos que al crear y alimentar el arte popular
proporcionan un encuadre amplio ¥ una matriz dentro de los
cuales situa nuestra expericncia. Estas vooes silenciosas van desde
aquellas que pertenecen a los maestros artesanos como Gregorio
Marzan v Emilio Rosado Mendez: artesanos/artistas contempori-
neos del taller Las Américas, Mano a Mano; las audaces mujeres
gue cosieron las arpilleras; ¥ las generaciones desaparecidas de
hodeguerns que, desde detrds del mostrador, ayudaron a mantener
viva ¢l alma de sus culturas al vender yucas y platanos o al tocar el
ultima bolero o L altma guaracha de su terrs,

Recobrando la cultura popular presenta estas voces lado con
lacho sin tratar de integrarkas, As) como en la vida, creardn su propio
didlogo, La exposiciion del vigesimo quinto aniversario, presentada
en tres partes, ha sido una empresa de grn envergadura para El
Museon, Estiec cs un momento particularmente significativo va que
tambicn marca la reapertura de nuestras salas de exhibicion que
han sido recientemente renovidas por el angquitecto Jonathan Mar-
vel. Conforme continda muestra celebracion, guisiera agradecer de
odo corazon a mi equipo de trabajo, un grupo extraordinaria-
mente alegre gque ha mostrado con creces su dedicacion en los
momentos malos asi como en los buenos. Ya sea desde detras del
escenario | los departamentos de finanzas, desarrollo, operaciones
y de teatro ) o sobre el mismo ( relaciones pablicas, museologia,
cducacion ), cada departamento s¢ ha venido preparando durante
VArios dfos para esta exposicion.

Debo un especial agradecimiento a Federico Ruie, director de
operaciones, v Gillian Walnwright, gerente asistenie de opera-
ciones, a quienes les toco, ademds de cumplir con su labor coti-
diana, la enorme tarea de supervisar ¢l proyecto de construccion y
la instalacion de las obras. Gracias a su eficacia, perseverancii y
habilidades diplomdticas tenemos abora unas magnificas salas de
exhibicion para nuestra exposicion de aniversario.

Chiisiera también agradecer muy especialmente a Marcela Cla-
vijiy, nuestra administradora, y a Nellie Bscalante, musedloga asis-
tente, quienes tomaren las riendas de la exhibicién cuando me
converti on directora. Su espléndida eficacia, habilidad y atencidn

meticulosa han hecho que la complicadisima logistica de la organi-
racion e instalacion de la exposicion parezca una labor desempe-
fada sin esfuerzo. Con muy poca antelacion, Jerri Allyn, artista y
ascsora, emprendid la complicada tarea de coordinar el catilogo
con dindmica inteligencia. El departamento de museologia tuvo la
suerte de poder contar con cuatro aprendices—DBill Brooks, Rosa
Fernandez, Yivian James v Khadine Leon—quicnes ampliaron de
mancri valiosa el trabajo del departamento para esta exposicion a
traves do sus investigaciones v sus ensayos,

El curador invitado, Adriin Garcia, artista y cofundador de El
Musco, coording Las Américas, Mano a Mano, los talleres de
artesanos en la sala del este, con gran talento y encrgia, demaos-
trando una vez nuis su pasion conocedora del campo de las argesa-
nias contemporancas, Los scis artistas participanics generaran vida
creativa diariamente en las palerias en la medida en la qoe interac-
ticn con ¢l plblico a través de provectos comunes,

El proyecto de la bodega, iniciado por la anterior dircctora de El
Musco, Petra Barreras del Rio, se hizo realidad gracias al tribajo
del curador invitado, el historiador cultural Arthur Tobicr, v ¢l
patrocinio generoso de The New York Council for the Humanities.
El concepio que Tobicr tlene del provecio pone en evidencia su
amaor por ki cindad de Nueva York y por El Barrio en lo particular y
los cambios constantes de poblacidn gque humanizin 3 ambos, Los
artistas Jose Morales y Manuel Vega comparten el crédito por la
reconstruccion de la bodega, asi como el fotografo Pablo Delano
gue colabord muy cercanamente con Tobier durante virios afios
en juntar L documentacion.

Finalmente, quisicra manifestar mi admiracion a todos los
artistas——los que estin presentes en la exposicion asi como aque-
llos incontables artistas andnimos—quec enriquecen nuesires vidas
a travies de sus obras, que han becho gue los diferencias entre lo
bello v lo util sean totalmente irrelevantes, Comparten un vineulo
profundo con las valientes mujeres chilenas que cosicron las
arpilleras al igual que con ¢l infinitamente secvicial bodeguero,
siempre dispuesto a responder a la pregunta; “;Qué noticias tiencs
i de casat™

Susana Torrvella Leval
Brirecrora v Curadors
Principal



ARTISTS TALK BACK:
VISUAL CONVERSATIONS WITH EL MUSEQ

Dialoguing with Cultyre

Recovering Popular Culture, the second segment of El Musco's
twenty-fifth anniversary exhibition, Artists Talk Back: Visual Conver-
sations with El Museo, explores traditional and popular arts as carriers
of meaning from the past 1o the present.! This portion of the second
exhibition embraces the theme of dialogoe. Bl Museo invited cighteen
contemporary artists (o choose o work from its permanent collection and
to establish a dialogue berween it and a work of their own, In sddition (o
the visual dialogue, each artist was asked to write 3 short statement about
the connection made between the work chosen from the collection and
their own worlk.

The notion of dialogoe is the catalyst for participating artists to explore
the meaning of the diverse manifestations of culture they are carrying
inte the present through their work. Some artists celebraie aspects of
Lating culture that are deeply embedded into their way of life; others
reclaim thelr culture through the act of remembering details or events
froam their childbood; still others question or challenge inherited aspects
«f cultural traditions,

Various arlists celebrute their culture through their work. Bob Rivera
anl Manuel Macarulfa chose 1o have a dialogue with Mexican and Puerto
Rican masks usedd for festivals and camivals. Janet Brody Fsser, expert on
Mexican masks, writes: "Mexican masks.. permit their Constiuency Lo
celebrate themselves. These masks silute ancestors amnd honor saints and
their living equivalents—those elders in the community who assume
responsibility for ritual life"? Bob Rivera celehrates the duality contained
in masks by acknowledging their “mystesious power” yet also responds o
their “shstruct and playful quality™ Mdscara aterrizando {Leendfvg
Mask), Rivery's whimsical cesponse to two Mexican masks, i @ monu-
mengal, colorful sculpture with huge antennae and 2 pierced tongue. (s
recognizable sttributes (antennae and tongoe ) contradict Its supermatural
monumentality and otherworldly action of landing. Rivera's dialogue
seems o comment on pre-conceived notions of perceprion. Latin
Americans, for nstance, ave abwavs been viewed as the "other” in the
Linited States. The monumentality of Rivera’s work invades El Museo's
space, making anyode who comes in contact with it feel like the oisider,
helping us all understand how perceived “others” feel. Riveras work can
alsey represent the integration of the tangible and the supernatural in Latin
American culture. The spirituality of Latin Americans is as tangible as
other elements that help define Latino culture such as food, clothes,
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Manuel Macarulla's painting, Cancidén de chivo: Tumulto én la
avenida Washingfon, a painting he chose to submit in response to a
vefigante mask (a horned mask representing animal and demonic charac-
teristics ), also plays on duality, as it incorporates fntastical, imaginary
characters with portraits of actual people. The exaggerated caricatured
features, add o the frolicsome merriment of the carnival scene. The
vefigante mask, used in carnivals in Ponce, Puerto Rico represents the
wearers demonic side and helps them get in touch with it. The vejigantes
frolic down the streets, during carnivals, chasing and scaring those they
stumble upon, During certain celebrations, the pefigantes perfom oppo-
site 1o the caballeros (Spanish conguistadors) who represent goodness
and morality 4 The demonic aspect o the sefigante mask reminds one of
this negative facet which makes one more real, Moses Ros' Dancing
Vefigante serics, responding w a silkscreen poster by José Rosa of a
vefigarnte also expresses the good and evil in all of us. Ros portrays the
vefigeanie as a "sort of devil clown._ with their mixture of impizhness and
churm™ and afficms the freedom and power in recognizing this disdity
through the act of dancing. The juxtaposition of the unuswal and the fami-
liar, the demonic and the good, scen in these works by Rivers, Macarulla
andl R celebrate the duality decply rooted in the popular festivals and
carnivals that remain a tangible extension of Latin American idenity,

Other artists celebrate and honor everyday experiences that are parti-
cular to their culture, Liors Mondlak selecied Biee cind Beans, a pain-
ting by Carmelo Sobrino depicting this staple of Puerto Rican cuisine. Her
work, Con esa carne, nd frijoles pido (With This Meat, Wio Necds
Beases), depicts 3 woman and man on horse back surrounded by plastic
knives, forks and spoons as a bowl of beans sits on an extended frume.
Both of these works pay homage o the regional dish of rice and beans
that onc associates most with Latin American cooking. The question that
Liora poses in ber statement, . would we be ready to give up this deli-
cacy fora good piece of meath™ challenges Lating' willingness to preserve
their culture amidst North American influence, Pe pon Chsorio's,
La Cama (The Bed), also celebrates familiar, cultural expericnce by
honoring the woman who raised him. He decorates a bed with Celfrins
{souvenirs made of lace, ribbon and plastic figures pinned on guests at
weddings, baptisms, baby & bridal showers b and other momcenios of his
childhood. This work functions as a shrine not only 10 the nanny who
nurtured him but to the special occasions in 2 Puerto Rican Family’s life,
Usorio combines everyday experience (being raised by his nanny ) and
special occasions and rejoices in both, Pedro Villarinis B arfesano de
Nueva York (The New York Artisan) depicis an artisan carving a
wooden figure as a child lovks on, The painting celebrates the Puerto




Rican artisan, amdd his ability (o cirey his culture wherever he gocs while
perpetuating, rraditlonal artforms across geographical and generational
limes, Yillarini chose a work by Rafiel Tofinn, La Lavandera (The
Wearsherwoman ), which portrays his maother at work. Both of these pain-
tngs honor variouss types of labor and thele eontribution (o culture
Tufifo pays homage o the simple activity of washing clothes and the
inplied significance of caring for o amily in this basic sy This dialogue
exalts and cetebrates both roles and their importance in preseeving cul-
tural traditions.

Music and dance, more than other art forms, are perhaps most familiar
1 everyday Lating experience Mary Kent responded to B Portafolio
de Plenas, a book illustrating the typical, African-derived, songs of
Puerte Rico, with her phomograph La diosa de ln salsa (The Salsa
Goddess), 1 portrait of Celin Cruz, renowned Cuban salsa singer. Kent's
wark s inspired by Caribbean music which, according to her, “has been
thic single most unifying element of the hMspanic culture™” Kent portroys
Cruz in all her glory, as 3 goddess worthy of our adoration. All of the
abowve artists, in one way or another, celebeate and revere familior aspects
of their culture. They pay homage to daily experiences because their culs
ture is where they feel most connected.

Several artists feel disconnected 1o aspects of their inherited culiure
and so question and challenge them theough their work. Begina Silvelra's
work challenges the veneration of certain icons. She chose Saénl famies
the Apostle, a wooden carved figure representing the military patron of
Spain, a8 i symbol of power and oppression. In response (o the saint,
Sllvieira paints a silhouctie corresponding, not 00 the saint itself, bur o 3
military equestrian monument located ac the Princess Isabela Place in
downtowin 5&0 Paulo, Brazil. Silveira'a commentary on the use of religions
oomgraphy as o ool for colonialism prompis the viewer o guestion the
megring of cultural icons,

Eldine Soto and Grace de Almeida, like Silveira, challenge religious
imagery and the construction of icons, Both Soto and de Almeida chose
Alferr; a painting by Manuel Herndnder Acevedo depicting the image of
La Momserrate, viegin patron saint of Puerto Rico (Soto also chose La
Monserrate, 3 wood carved saint ) Although La Mongerrate is generally
deploted as having a white complexion in Puerto Rico, Soto chose o con-
tigue Catalonian tradivions which pororay the vicgin with a black comple-
sion® Her series of Black Madonnas makes the virgin more accessible and
Buniliar to non-white worshippers, She appropriates the black image of
the virgin and affirms the spiritual heritage rooted in the African compao-
nent of the Puerta Rican community, She questions a strictly white Euro-
pean interpretation of a familiar icon pointing wo 4 spirituality that is
artginable o dark-skinned Poerto Ricans, Grace de Almeida disagrees

with Herndinder Acevedos portrayal of the virgin by challenging the “pas-
sivily, submissiveness, frailey™® found in Aftar Her work, Lilith: The
Dark Side of the Moon, o hand painted guilt, porteays the dark side of
women and all the potentially vile qualities in human beings. De Almeida,
like Macarrulla, Rivera and Ros believes in recognizing the good-evil
duality which makes us more uiman. Despite its dismal subject manter,
the sodt eolors of the guilt give de Almeids’s work o sense of warmth
and comfior.

Marina Gutiérrez and Vicente Martiner chose masks from the collec-
tion, using them o challenge traditional ideas of gender in Latin Ameri-
can culture. Like Macarulla, Guiidrrer chose a pgfigante mask. Those whao
usimlly dress up as eefifgandes are tradidonally young, single males who
especially chase and taunt young women and children during festivals
and carnivals, By creating a female vefigante mask in response, Gutiérrez
confronts the traditional idea of musculinity behind this popular Poerio
Rican festival icon, Vicente Martinez also challenges traditionil concepes
of masculinity in his work, Gaehebern, a statement about e
Martines transforms the shirt by decoeating it with sequing, spangles, and
feathers o “camouflage and distort the masculine power thar it exusdes,”
He expands on this concept of metamorphosis by choosing o Mexican
mask depicting the body of a woman with butterfly wings. Silveira, Soto,
de Almeida, Gutiérrez, and Martinez urilize their works to goestion inher-
fted, cultural ideas and icons, Their works propose the realization that
cultural traditicns need it be static amd rigid but rather a vehicle for
change and fransformution,

The notion of a collective memory s another theme which inspired
various participating artists to choose works that reminded them of
events o miémories from childhood. Edna Acufa’s work embrces 3 spiri-
tuzlity decply rooted in her carly memories. She chose La pirgin def
corazdn (Virgin of the Sacred Heart), by Spanish artist Angelo
Romano and created La Encrucifada (The Crossroads), a painting
commemorating the forgotten celebration of La Candelaria The celebra-
tion of la Candelaria began in the 1930% and involves the burning of huge
pyees, obd rives, and other Nammable materials while traditional verses to
the virgin are sung. Those that are more devout believe thar those who
fail to build a bonfire will see their home burn down within a year V!
Acufi reclaims her cultural history by remembering this popular reli-
gious festival which “used to be at the heart of the Poerto Rican people™
iand, "detying time and space,” urges viewers to preserve their traditions
amidst change."® Francisco Vidal and Felix Cordero chose works depic-
tingg the spwwecone cart familiar 1o children and adults in Latin America as
well as in Latino neighborhoods in the United States during the summer.
Vidal chose to respond to the snow-cone cart with The Musicians, a



painting cxpressing another memory [rom childbood, musicians pliyving
ol songs at the popular carnivals of Barranguilla, Colombia, Felix’s work
comments on the neac-disagppearance of the snow-cone cart. He chose his
o work from the collection portraving Pecrbo Rico a8 be cemembers i,
a phiece with “littke technobogy., e movement of cars aind where wooden
houses abounded accommodating various generations of families™* He
replics with a painting that depicts the dramatic changes that have taken
place in Poerto Rico since his return, replacing the snow-cone cart and
the balconied, wooden houses with skyscrapers, trucks, cars, Pizza Huts,
Mefonalds, and Blockbuster Videp stores. Cordero mourns over the loss
i culture represented by tangible objects such as the snow-cone carts
and, like Acufia, rectaims his Puerto Rican history through his memories.

José Francos work also luments disappearance of an aspect of his cul-
ture rooted in i childhood memory, His recent work has evolved around
ecological concerns, During his childhood days in Cuba, he remembers
having a strong conncction (o the sea, He would take walks near the
water gl seek cut beautifully colored lizprds, now almost excinet, He
chose two Mexican masks depicting lizard-like forms and responds with
the painting, Lagartos (Lizards). Franco softens the rigidity of the
lizard-like designs on the wooden masks, transferring them onto canvas
andl giving them a slippery, glossy quality truer to a lzard’s natural tex-
ture. Franco also breaks up the space by adding two tails which protrude
from opposite erwds of the canvas. He preserves the lizard yet also frees it
by allowing it to extend beyond the boundaries of the canvas.

Memuory is also a concept explored by Adil in his visual dislogue, The
artist chose 4 mixed media work by Puerto Rican artist Felipe Coldn
Coldn. The work portrays a filavo’s (peasant’s) house with various frag-
ments of plastic dolls and animals attached w it, Among the plastic dolls
are Ken and Barbie, symbols of the power that North American popular
culture ks ad over Puerto Rican culture. Part of his installatdon, The
Jibava Brain that Wonldw't Die consists of a photograph portraying
Adkil as a fibara The two works—one portraying the threat of the Ioss of 3
culture and onc that represents its recuperation—iestify o the security
we find in establishing familiar connections (o our culture in a foreign
Eagut,

The artists in Recovering Popular Culture collectively ook o the
past 1o shape their future as they explore their culture through the eyes
of El Museos collection. Although they might challenge several aspects of
their culture, they transform those aspects rather than deny the culture
they inherited. Perhaps Addl's phrase is true not only for Puerto Ricans
bt for all Latin Americans who persist in finding @ connection to some.
thing familiar in an alien country, We all have jfsara brains that won't die

MNellie Bscalante
Curatorial Assistant
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LOS ARTISTAS RESP[H‘II]EH
COMVERSACIONES EN IMAGENES CON EL MUSEOD
Diafogando con la Culturea

Recuperando la Caltura Popular, la segunda parte de la exposicion
del vigesims ginnbe aniversario de El Museo del Barrio, Los Artistas
Responden: Conversando en Imdgenes con El Museo, explora las
artes cradicionales ¥ populares como poriadoras de sigaificado del
pasado al presente.! Esta porcidn de 14 segunda exposicion retoma el
temna del didlogo. Bl Museo invitd a dieciocho artsms contemporineos a
gue escogicran un trabajo de la coleccion permanente de Bl Museo con el
fin de poder entablar un diilogo entre ste y una obra de su propia crea-
cion. Adermis de este difllogo en imigenes, a cada artisea se le pidio que
vacribiers un breve ensayo acerca de la relacidn entee el trabajo gque
ERCCEIETON ¥ 5U Propis obea,

El didlogo €5 la nocion que alienty 3 los ariisias participantes a que
exploren los sigmificados de s diversas mandfestaciones de la cultur que
acarvean hacia el presente o traves de su trbajo, Algunos artistus celebrean
aspecios de lo cultura kting que estin profundamente arcigados en su
muneni di ser; otros, reclaman su culturs i traves del recuerdo de deta-
lbes o sucesos de suinfanci: y ain otros, coestonan v en algunos casos se
upien a aspectos heredados de Bis teadicrones culturales,

Varios artistas oelebean So cubtura a traves de su reabajo, Bob Riverd v
Manuel Macarulla decidieron engiblar un disglogo con mascaras mexi-
Cillinis ¥ PUEFTOrTiguenas que s¢ utilizan en carnavales v festivales, anet
Brody Esser, expertd on mdscarss mexicanas, escribe: “Las miscaras mesxi-
cams, permiten que su gente se oelebee & sl mismi Bseas midsciras rin-
den homenaje o los ancestros v les rinden honor a santos ¥ sus
equivilentes vivientes—agquelios ancianos de Iy comunidad gue asumen
lus responsabilidsdes de 1a vida pitual”2 Bob Rivera celebra la dualidad
obtenida en lis mascaras al reconocer su “poder misterioso” pero o b ver
respodide 4 s Ucalidad shatrscia v festiva” Medscara aterrizoando, |2
respuestd caprichosa de Rivera a las dos midscaras mexicanas, &5 una
escutiurn monumental ¥ colorida con enormes jintenss ¥ una kengua per-
formcha. Sus atributos reconocibles ( las antenas v ta lengua ) desmienten su
monumentalidad supermatural ¥ la accion ultromundana de sterrizar El
diilogo de Rivers replantea las ideas preconcebides acerca de b percep
citm. Los Istinoamericanos, por ejemplo, siempre han sido vistos como el
S en los Estados Unddos. Ly mommentalidsd de 1a obea de Rivera
imvade el espacio dil musen, creandn un efectn deseseabilizadaor al hacer
que el observidor se sienta como un extranjero dentro de un lugar fimi-
lar. D esta manera nos ayuda 3 gue todos entendamos como s slente ser

LE]

el “otrn” El trabajo de Rivera tambicén puede representar [ integracion
de o tangible v lo supernatural en la cultura latincamericana. La espiri-
tualidad de los latinoamericanos es tan tangible comao oioos elementos
que ayodan a definic la cultura fating asi como la comida, la ropa o ks
musica, clementos que por otro lado realzan los demits artistas que parti-
CIPan &N S50 mascsirL

Cancian de chivo: Tumulio en (o avenida Washington, 1 pin-
tura que escogio Manuel Macarulla como respuesta 0 una mdscans veji-
ganile (una miscara con CUernps con caracieristicas animales y
demaoniacas ), tambicn juega con b idea de In dualidad al incomporar per
summjes fantisticos ¢ imaginarios con reteos de personas reales. Las fac-
cinnes exageradas y como de caricatura se saman al gozosoe frenesi de la
escen carnavilesca. La mdscara vejiganie, utilizada en los carnavales de
Ponce, Puerto Rico, representa ¢l lado dishdlico del que b Hleva puesta v
le ayuda a explorario. Los vejigantes bailan por las culles durante los car
maviles, persiguiendo y asustando a gquien se ponga frente a ellos. En
algunos carnavales, o5 vejiganies son acompafados por los caballeros
{ conguistadores espafioles ) que representan ¢l bien v la moralidad, 4 Bl
aspecto dishalico de la miscara vejigante reestablece el aspecto negativa
gue lo hace mds rel, La serie de Moses Ros, Vefigante Danzante, que
responde i la serigrafia de un vejigante de José Rosa, también expresa el
biea v ef mal que ndos Hevamos dentro. Ros representa al vejiginte como
“uni especic de payaso diablo,.una mezcly de encanto ¥ picardia®s y
afirmd b libertad v el poder al reconooer esta dualidsd a traves del baile
La yuxtaposiciin de ke exieano con b fimiliar, b demonicon con el bien,
en el trabujo de Rivers, Macarulla v Bos celebra s dualidad profumnda-
menie arcugada en los festivales v carmavales populires que todavia son
i exfensicn palpable de laidentidad atnoamericans

Mros artisis celeboin y rinden honores & las experienciags codidianas
especificas a su propla culturs, Livea Mondbik selecciond Arroz con -

Jodes, una pintura de Carmelo Sobring que muestra este tradicional plat-

oy de la cocina puertormiguena, Su irabajo, Con esa carne, ni frifofes
Pido, representa a une omjer v a un hombre o caballo rodeados de cuchi-
s, cucharss y tenedores de plastico como an plato de habicheelas en un
marco extendido. Ambos trabajos rinden homenaje al plaillo regional
latinoamericano por excelencia, el arroz con frijoles. La pregunta que
plantea Liors en su comentirio, " estaremos dispuestos a cambiir esti
exquisites por un buen trozo de carse?,” pone a prueba bz voluntad de los
bitinos pard preservar su cuiturs ante la inAuencia noriecaimericana, La
Camet de Pepon Osorio también celebri una experiencia cultural muy
familiar al rendirle honores a ln mujer que lo crid, Osorio decora una
i con capias ( recuerdos hechos de encaje, lmms y figuras de plistico
que s¢ prenden a los invitados en bodas, hautizos v 1as festas de regalos



pari mvias ¥ recien nacidos) v otros recuerdos de la infancia, BEste tra-
bajo funciona tanto como un relicario dedicado a la pana que lo cuidd
coamo i his ccasiones especiales de una famitia puertorriguena. Osorio
combing 1 expeniencin cotidiana (eriado por su pens ) con las ocasiones
especiales v se regocija con ambas, B artesano de Nueva York de
Pedeo Villaring muesora 3 un artesandg tallando una figors en madera mien-
tras que un nifio lo observa, La pintura cclebra al artesano pueerionri-
e ¥ su habilidad pars evie consigo s culturp dondequiera que vaya
para de esta forma perpetuar las aries tradicionales a traves de fronteras
generaciones, Villaring escogid el trabajo de Rafael Tofino La Lavandera
que representa a su madree trabajando. Ambas obeas celebran diferentes
Lipos de trabajo v su contribucion g la cultura, Tufino rdnde bomenaje a la
simpde actividad de lavar ropa v el significado que esto atafe con res:
pecto al cuidado de Ta fmilic Este didlogo exalta y celebra ambos papeles
¥ EU importanci cn preservar s culiuras iradicionales.

Posiblemente mas que cualguier otra form artistics, la misica v la
danga ticnen una especial relevancia en la vida cotidiang de los latinos.
Con su Fotografiio La diosa de fe salsa, un retrate de Celin Cruz, la
famosa cantante cubana, Mary Kent responde a El portafolio de
Plenas, un libro goe ilestra s tpices canciomnes afroantilfanas de Puerto
Rico, Lo misica caribefa inspira el trabajo de Kent ya gue, segin ella, "ha
sido el elemento mas unificador de by coltorg hispana”” Kent retrata a
Cruz en ods s glorkz, comao una divsa digna de nuestea adoracion, Todos
los artistas antes mencionados, de wm manera o obes, celebean v venerdn
aspectos familiares de su-cultura. Rinden homenaje a las experiencias
cotidianas porgue su culbur es g 1o gue mas se sienten vinculados,

Algunos artistas, sin cmbargn, se sienten desvinculados Con respeceo 1
clertos elementos de su cultura beredady y por 1o @aio los coestionm v
deafinn 2 través de suoarte. Bl trabajo de Regina Silveira pone en tela de
juicio la veneracion de ciertos iconos, Blla escogid a santingo Apdstol,
una figura tallada en madera que representa al patron militar de Espana,
un simbolo de poder v opresion. Como respuecsta al sanio, Silveira pint
una siluety que corresponde, nooal santo, sino 4 una estatua cgquestre
situada en la Plaza Princesa Isabel en el centro de Sad Paulo, Brasil, El
comentario acerca del wso de la iconografia religiosn comio heeramienta
de colonialismo impulsa al observador a que coestione el significado de
los jconass culturabes,

Elaine Sotn y Grace de Almeida, al igual que Silveira, cuestionan Fis
imagenes religiosas v o construgcidn de iconos. Tanto Soto. como de
Almeida escogieron Aftar, una pintura de Manuel Hermindez Acevedo
que muestra laimagen de Ly Monsercate, B santa patrona de Puerte Rico
{ Soo también seleccions La Monserrate, un fgora @lkada en madera )
Aungue a La Monserrate por lo general se le representa con tex blanca en

Puerto Rico, Soto decidid seguir la tradicidn catalana de representarla
oo e morena® La serie de madonas negras que b cresdo, e permite a
todo devorn que oo sea blanco wener un acceso oeis directo a la virgen
Soto apropia B imaeen negra e la vicgen v afirma b herencia espiritual
gue s¢ encuentra en el companente africano de la comunidad poertorri-
guenia. Ella cuestiona una interpretacion estrictamente curoped de un
ieor familizr al indicar won espiritualidad que es sccesible a los puereo-
rriquenos de piel oscura. Grace de Almeida oo concwerda con la manera
en gue Hermiandez Acevedo representa o b virgen y pone en el de juicio
Ia “pasividad, Ia sumisicn, la fragilidad" con que se encuentra en Affar: Su
tribajo, Lilfth;: ef lado oscuro de fa Inmed, una mants pintada o mand,
muestr el lado oscuro de wsa mojer que posee todas aquellas cualidades
que pueden ser detestables en los seres humanos, De Almeida, asi como
Macarulla, Rivera y Hos, cree en la idea de reconocer que la dualidad
bien-mial nos hace mds humanos. A pesar del tema tan desconsclador, fos
colores seaves de la manta le dan v sensacion de calidez ¥ confiorr at
irabajo de de Almeida

Marina Gutidrrez ¥ Vicente Martines selecoionaron miscaras de la
coleccion de El Musen utilisindokis de manera tal que desafinn las ideas
bradicionales de géoere en la cultura tinoamericana. Al igual gue Maca-
rulla, Gutigrrez escoght una mascara vejigante. Aquellos que se visten
Como vijiganies son por b general jovenes solteros qoe se dedican a pere
SCRWIT ¥ i PROVOCHT 4 mujeres pwenes ¥ a nifos durante los festivales v
curnavales: Al crear una miascara de una vejigante femenina, Gulidrres
hace frente 2 b idea tradicional de masculinidad tras este popular icono
e los festivales puertorriquenos, Yicente Martinez tambicn desafis log
concepos dicionales de mascalinidad en su teabajo Geayabera, un
comentirio acerci del machismo, Martinez transforma L cimisa decaorin:
dola con lentgjuelas, Aecos ¥ plumas para “camuflar v distorcionar el
poder masouling gue exede ™ Amplin este concepio de metamorfosis al
seleccinnar una mascard mexicana en forma de cuerpo de mujer con alas
de mariposa, Silveira, 5o, de Almeids, Gutierrez y Martines vtilizn sas
obras para cuestionar ideas ¢ iconos culturales heredados, Su trabajo
plantea la idea de gue los tradiciones culivrales no tenen gque ser estaticas
v rigidas gino simplemente un vehiculo de cambio y fransfprmacion.

Ohirgy tema gue inspind a varios artistas gue partcipan cin @sta exposi-
it €5 la idea de la memoriz colectiva: estos artistas seleccionoron obras
quie bes recordaban sucesos o memorias de L infancia Bl trabajo de Edng
Acung adopre una espiritualidad profundamente arraigada en sus
memorias tempranas. Escogio La Virgen del corazon por el artisti
enpard Angelo Bomano v como respoesta cred La epcrucifada, una
pintura gque conmemard kB celebracion olvidada de La Candelarin. La cebe-
bracion de o Candelaria comenzd en (08 afios (reinta ¥ consisie cn prea-




der fuego 1 enormes hogueras, neumaticos vicjos v otros materiales
inflamables al tiempo gue Se cantan versos tradicionales a la Viegen, Aque-
los mdis devotos ceeen que si ng prenden fuego @ una boguera, se les que-
miard la casi en menos de un ato.!! Acufia intenta recuperar su propia
historia cultural al recordar este popalar festival religioso que “solia estar
en el corazon del puchlo puertorriquedio” Ademis, al “desafiar el tempo
y el espacio” conming i los espectadones o gue conserven sus teadicidnes
dentro de un mundo cambiante,'? Francisco Vidal y Félix Cordero selec.
ciomeron trabajos que muestran el Carro de pivagias, el careo de hiclo
easpado tan conocido por ninos v adultos en América Latina voen los
comunidades hispanas de los Estados Unidos duranee el verano, Vidal
decidit responder al Carvo de Piraguas con Los masicos, una pin-
tura que expresa otra memoria de la infancia: los misicos que tocsn can-
ciones folkldricas en los festivales populares de Barranguilla, Colombia
Bl trabajo de Cordero comenta acerca de lTa casi total desaparicion del
carro de piraguas, Bl escogio un trabajo propio de la colecoldn de Bl
Musco que muestra Puerto Rico 3@l ¥ como lo recuerda, un sitio con
“poca teenologia,. trifico infrecuente de autos v donde habia casas de
mupdera en abundancia que scomodaban o generaciones enteras de una
misma fimilia ™' * Respondde con una pintura que refleja los cambios dra.
muithoos por ks que ha pasado Puerto Rico desde su regreso; ha reempla-
sado el carro de piraguas v las casas de maders con balodn con
rascaciclos, camiones, autos, Pizia Hut, McDonalds y tiendas de Dlockbuos-
ter Video. Condero lamenta la perdida de la cultura representada por
nhjetos tangibles como ef carro de piraguas v, al igual que Acuo, reclama
s propda istorin de Puerto Rico @ teavés de sus recuerdos.

El trabajo de Jose Franco también lamenta la desaparicion de un
dSpancto e su cultun que se encuenie irrigado en su memorin. Ha desa-
rrollado su trabajo mids reciente on torno @ cuestiones ecolGgicas.
Durante su infancia en Cuba, recuerda haber tenido un vineulo muy cer
canoy con of mar Solia caminar por la playa buscando bigartos de belli-
simos colores, hoy practicamente desaparecidos. Selecciond dos
MAsCAras mexicanas que represenean figuras en forma de lagirto v res:
pondit: con una pintura que Hao Lagarfos, Franco suaviza la rigidez de
lxs disefios que aparecen en las miscaras, transfiriendolos al lienzo v din-
drdes una cualidad brillante v resbaludiza mds a tono con la extur natu-
nil del lagarro. Al afudir dos colas que salen por lados opuestos del lienzo,
Franco rompe ¢l espacio: preserva la integridad del lagarto pero a la vez
liy libera, dejindolo gue supere los fimites del marco.

Adddl también explora el concepto de la memoria en su didglogo viseoal
£l wrtista escogio un trabajo en medios mixtos por el artista puertorri-
queno Felipe Coldn Coldn. En su obra, Addl muestra varios pedazos de
mufecas ¥ animales de Juguete pegados a la casa de un fibaro. Entre los

fragmientos de mudecas, se pueden observir pedazos de Ken v Darbie,
simbolos del poder que ha tenido la cultura popular norteamericana
sobre ka cultura puertorriquena. Como parte de su instilacion El cere-
bro ffbaro que no moridg, Adil ha integrado una fotografia propia en b
que sale vestido die jibaro. Los dos trabajos—uno muestrs [ amenass de
la perdida de una cultura, €l otro su recuperacidn-—pone de manifiesto la
segridad quie sentimos al establecer vinculos familiares con nuestra pro-
pia cultura desde terras catranjeras,

Colectivamente, los artistas que participan en la exposicion Recupe-
rando la Cultura Popular, se fijan en el pasado para poder forjar el
futuro al explorar su propia cultura a través de la dptica gue ofrece 1a
coleccion de Bl Museo, Aungue desafien ciertos aspectos de su cultura,
b artistas prefieren transformarios gue negarlos del todo, Quiizis ia frase
s apropiads par expresar la biisquedas de vinculos familiares que
emprenden no solo los puertorriguedios sino todos 1os latinoamericanos
que viven en el extranjero sea la frase de Adil que sugiere que todos
tenemos cerebros jibaros gue no mueren.

Mellie Escilante
Asistenoe Curatosial
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ARTISTS STATEMENTS AND ILLUSTRATIONS

COMENTARIOS DE LOS ARTISTAS E ILUSTRACIONES




EDNA ACUNA responding to ANGELO ROMANO

I have selected La virgen del corazdn (1980) by the Spanish arrist
Angelo Romano, for the exhibit Recovering Popular Culture. Images
and symbols are part of the collective cultural memory of a nation; they
are the instruments by and through which we idengify and transform our-
sedves by virture of our many different roots. An ddes was boen from this
dialogue; the idea of recovering on canvas the popular tradition of the
celebreation af the Candelaria { religions festival '} in Puerto Rico, Tt is a tra-
dition which was ot the “heart” of the Puerto Rican people,

Embedded in my memory lies my house of Cidea, 3 home in which not
cmnly rest my memories but where my‘our lapses are also housed. Simi-
larly, both clements from the past and those belonging to the present are
mgle: manifest in my painting—~La encruciiada (Crossroads), | also
incorparated and merged the different parts which make op our hetero-
prneous culture and which it beboves us to preserve and perpetuate for
future generations. For this reason, | deamatized in an allegorical and
mystical way this almost silenced tradition of the celebeations of the
Candelaria as an artearpt oo defy time and space

History i like a crossroads with its many paths converging in the
course of time on oue national identity, Today, in 1994, we must reflect
wrpett our culture, upon tradition and contimuity, upon the possiblity of
plwrays remaining in the midst of change,

I b,

Fadma Aewiva Lo ercrncifada, 1994
{ The Crossrosreds ) Mixed media 54 % 30 in
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Amgebn Bomano La Virgen del Comzin,
TSR0 Wirg o o the Sacred Heaet ) Acrpdie
R vk TH ¥ 4R in

Para la exposicion Recuperando ka Cultura Popular seleccioné la obra
del artista espaiol Angelo Romano, La Virgen Del Corazdn (1980). Las
imdgenes ¥ los simbodos son parte de la memoria cultural colectiva de la
i, sequeelleo com Jogoe nos identificamos v oransformemos de acoerdo
o muesiras multiples raices, De este dialogo macio 1 idea de recuperir a
praves del lieneo la tradicion popular de la celebracidn de Ja Candelari
en Puerto Rico, tradicidn que en el pasado estuvo en el "corazon” del
[ruehio puertarricguedio,

En mi memoria estd mid casa de Cidra, en la cual, no sdlo estin mis
recucrdos sino tambicn nuestros'mis olvidos estin alojados. Asi pues, en
mi pintura—ELa encricliada—se manificstan, plisticamente, diversos
clementos de ayer y hoy También incompord v fusioné los diferentes com-
ponentes de nuestra heterogénea cultura-gue nos conviene guardar y per.
petuar para ¢l mafana. Por consiguiente, dramaticé de manera alegérica,
mdgica y mistica esta tradicion casi silenciada de las fieseas de fa
Candlelaria como un intento de desafiar el tiempo y ¢l espacio.

La historia es como una encrucifada de diferentes caminos v ellos van
configurando miestro ser nacional a través del tempo. Hoy, en 1994,
debemos reflexionar sobre nuestra cultura, la tradicion v continuidad, tn
posibilidad de permancoer en €] cambio.

E.I



ADAL responding to FELIPE COLON COLON

The "Hibaro” Brain That Wouldn't e

Ag 1 booked ot Felipe Cobda Colda's Dhatitled, 1974 piece | was trans-
ported to my childhood in Uteado, Poerto Rico, [ was ralsed onoa farm
with five male cousins under the care of my maternal graondmother,
Among her peculirities was the habit of washing, drying in the suncand
ironing flat her only deck of Spanish playing cards which we used for the
evening’s card games as we sat aroumd the kitchen table listening to
nopelas (novel ) come over the radio. It was a dark brown plastic radio,
maybe cight inches wide, which sat on top of 1 x 2 feet long Eveready
battiery {she would put this battery in the sun to recharge whenever it ran
levw im electrical energy b Ower this eadio we received all of the informa-
tion a camfesino (armworker ) would need o know Besides novelas
andd Sundiay evangelical services we got our music, storm warnings and
news ovents. Most imgwessive for me was how much of oar news came
over the airwaves played and sung by jibaro { peasant ) singers, 1 can
recill Ramito, one of Puerto Ricos legendary Frosadores, { troubadours )
singing the news of Castro’s march into Caba and of Che Guevara's cap-
ture and killing in the jungies of Balivia. But now, as [ looked closer o
Colin Colta'’s untithed work, 1 was shocked back into present day reality, 1
began 1o identify small doll figures peering at the viewer through the win-
dows of the filvros house, which was Colon Colén's work of art. They
woere Ren and Barbie, Linstantly realized thar this sas not a work of inm
cent nostalgia but a statement of the loss of the Pucrio Rican jibaro’s
ilentity in the onslaught of Morth American popular culture. | admit that
we aren't deprived by force of our civil liberties unless we conform to
American cultural values but we can't altogether disregard the power of
the media as 3 ool for the dissemination of its propaganda, which society
wses o condition the masses

Then | considered that when you are in your own country you don't
fear outside influences but when you arrive in a foreign kind you search
lor your own kind, hoping for some form of security, The comfort of
recognizing your culture helps you adjust 1o vour new environment, [
arrived in New York o stay at the age of sixteen and although being an
adventurer at heart, | walked with Cortijo and Ramito { [ had their albums
under my arm wherever | went) for companionship. In New York, |
recogrized my traditions in the lifestyles of Puerto Ricans living in the
south Bronx and El Barrio—Manhattan's Spanish Harlem—and 1 discove-
red the music of Willie Coldén and Eddie Palmieri, We teavelled topether to
communcs in Venice Beach and the Haight Ashbury, on the West Coast,
where | turned my hippie friends on 1o Seis Chorrean, Bomba ¥ Plena y
salsa and where 1in turn discovered Jimi Hendrix and the Geateful D,
Wherever | went, the fibaro traditions | carried with me created a com-
fort zone,

As | thought about my journey and stood in front of Colon Colén's art
work 1 understood that my reply had o be defiance, 1 had 1w convey my
belief thar there 15 o creative jfibaro brain living and functioning
within each Puerto Rican, And thai, that is the spirit of your culture's
collective memory, which we carry with us and coubdi't pet oy from
even il we wanted. Therefore it is a point of personil honor 1o cast mryself
in this porerain; The fibvaro Bradn That Wouddn't Die.

LEs]

As my grandfather Avelino wse (o say, “Ay, fef-def-fef e fe - 1o lo fe Fie)
traigo penapen, lechuga v cafia pal guarapo y el gue bable mal de mi
patria con ese yi me fafo Porgiee yo sov en La vida fibaro de arviba o
abfo. Porgue yo soy én la vida, sediores, fibaro de arviba abefol "

bl Tiwe Fitsrres Brain tal Winnlde'? D
P99 R covobwo flven gque mo moria)
Fueogral viwweil in black coffee i onder 1o
insiire anthropalogicat authenticiey,

witly msdics vesikil insiallation

Appres 60 x 2000




Felipe Colon Cobdo Fnbitied, 1974 § 56
i) Mixed el on board 6% x 28%

Bl cerebro jibaro que no moria

Al ubservar la obra de Felipe Colon Colan, St Titulo, 1974 fui trAnSpOr-
taddo a mi nifiez en Utuado, Puerto Rico, Creci en um granja con cinco
primes bajo el culdado de mi abwela materna, Entre sus peculiaridades se
Encontraba la costumbre de lavar, secar al sol y planchar su dnica baraja
cepaneda que utilizabamos de noche para jugar a las cartas sentados alre-

&)

dedor de i mesa de la cocina escuchando novelas rdiofonicas. Era una
radio de plistico marrdn, tal vez de acho pulgadas de ancho, (UE S apo-
sentaba sobre una pila Eveready de dos pies de largo (la sacaba al sol iz
recargarka cuando se ke bajabi la energia ). Por la radio sintonizbamos
tla la informacién que necesitaba saber un campesing. Ademds de loy
novelas radicdimicas v los servicios evangélicos dominicales, nos llepnha
MHISIC, avances MEteordogicos y eventos noticiosos, Lo mds impresio-
mwnee para mi era que I mayvorin de las mickas llegaban a nuestros oidos
i traveés de la misica y las canclones de los cantantes jibaros, Recuerdo
que Hamito, uno de los legendarios trobadores puertorriquenos, nos
cantd fa noticia de l entrada de Castro en La Cuba y la de la captura y 1
muerte de Che Guevara en bis junglas de Bolivia. Pero ahora, 1l mirar mas
de cerca la ebra sin titulo de Coldn Coldn, de sibito fui transportado de
vueldta al presente. Comencé a identificar pequedas figuras que se asoma-
Bin hacia el ohservador a traves de lis ventanas de la casa del jibaro, que
era la obra de Colda Coldn. Eran Ken v Barhie, Al instante cai en b cienti
de que esto no e un trabajo de inocenie nostalgia sine un testamento a
la pérdida de identidad del jibaro pucrtorrigqueno ante la avatincha de b
cultura popular norteamericana. Debo admitir que no nos quitan noestras
libertades civiles a i fuerza a menos que nos hayamos adzprado 3 los
valores culturales americanos, Sin embargo, no podemaos menospreciar ol
poder de los medios de comunicacion como una herramlbenta para la
diseminacion de propaganda que la sociedad wtiliza para condicionar a lns
masas.

Después reflexiond que cuando estas en tu propio pais no temes las
influencias externas; s solo cuando llegas 2 um ticrra extranjera que
buscas tu propia cultura con ki esperanza de encontrar una especie de
seguridad. Bl consuelo de reconocer tu propia cultura te ayuda a adap-
tarte a un nuevo ambicnte. Llegue a Nueva York para quediarme a b edad
de dieciseds y aungue siendo un avesturero de corazon camingé en compa-
fiia de Ramito y Cortljo { Hevaba sus discos bajo el brazo adondegquicra
fue iba ) En MNuevi York reconoct mis teadiciones en el estilo de vida de
lus puertorriquedos que vivian en el sur del Bronx v en el Barrio (en el
Harlem espanol de Manhattan ) y descubri la misica de Willie Colon y
Eddic Palmieri. Viajamos juntos a las comunas de Vendce Beach v Haight
Ashbury en la costa oeste, donde les presenté a mis amigos hippies el Seis
Chorrean, Bomba y Plena v Silsa a ln vez que ellos me presentaron a fimi
Hendrix ¥ los Grateful Dead, Dondequier que iba, Las traciciones jibaris
rjue Hevaha mie creaban una zona de comfore

Al pensar ncerca de mi viaje estdndo de pie ante la obra de Coldn
Colon, comprendi gue mi respuesta fenia gue serun desafio, Tenia que
comunicar mi creencla de que hay un cerebeo jibaro, viviente y creativo,
que funciona dentro de cada puertorrigueno, ¥ que &sié es el espiritu de
Ia memoria colective de tu culturs, gue Hevamos dentro ¥ gque oo
pisdemos abandonar aunue guisicramos. Por o fanie & und cucstion de
bwbr personal el representarme en este autorretrito: B cerebro filaro
SRR D PR

Come decia mi abaelo Avelino: Ay, lei-dei-dei, be le-be le le b, terigo pana-
peén, lechuga v cana pal guarapo v el gque hable mal de mi patria con cse
vor me Fijo, Porgoe vo 508 en la vida jibaro de arriba a abajo. Porgue yo
sy en b vidi, semiores, jibaro de arriba g abajol



FELIX CORDERO responding to FELIX CORDERO

The Puerto Bico of Yesterday and Today

The socio-economic ransformation of Puerto Rico in the last decades has
brought about very dramatic changes, Forty vears ago, when | travelled
oouil off thee island, it bad very linle techoology and a poor system of com-
mumicition. The streets were seldom used by automiobiles and wooden
houses greatly cutnumbered those made of cement. Families lad lived in
these houses for generations. Under the balconies which faced the street,
vendors offered pivagias (snow-cone ) and chicharrdgn “volaon” In con
teast, tocday you can see cars, gas stations, Plzza Hut, MclDonalds, Burger
King, Blockbuster Video, and shopping malls in sbundance,

When | retuened toomy dear Boringeen land, | received a serious culi-
ral shock. In the little town where | grew up, I did not Gnd anyooe T knew,
Most of the people | knew had left and were living abroad, according 1o
their parents and relatives. The sireet on which my school is located has
changed a geeat deal. The tree on which | remember having carved my
first girlfriend’s name bad been felled. There ©s only a stump left as a
memory. Tears well up in my eyes and my chest heaves. In iis place they
planted s palm tree and built ten and ffteen-Aoor structures with eleva-
tors and security guards. Similarly, a highway now stretches across the
peacelul landscape of my childhood memories. | eeturen to this place full
of grey hairs and as | look around 1 remember what a past full of difficult

bast memcrable moments it used o be, a past [ will never forget
Fi.

Felix Cordero Pieza Had grands, 1994
(e Plazer Mar) Acrylic an canyes
AGx 42 an,

Felix Cordero Eriitied 1982 (i
fivadfo ) Acrylic s cinvas 20 x M én,

El Prerto Rico de Aver y Hoy

La transformacion socio-economica de Puerto Rico en las altimas
decudas ha traido cambios sumamente dramidticos. Hace cuirenta anos
ipue vidje fuera de b ista, la coal en aguel momento contaba con poca tee-
noligia y un pobre sistema de comunicaciones. Las calles eran transitadas
por automdviles ¥ abundaban las casitas de madera, v alpuna que otra de
cemento. En ellas moraban familias por varias generaciones, Frente a los
Baloomes que daban a la calle, pasaban vesdedores ambulantes afeeciendo
piragias y chicharrén "volao" Por contraste, hoy en dia se observan
autos, gasolineras, Pizza Huts, McDonalds, Burger King, Blockbuster
Video, v contros comerciabes a tutiplén.

Al regresar a mi querida tierea Boringuena he recibido un grave estre-
mccimicnie cultural. En el pueblito donde me crié, o me he encontrado
con persanas conocidas, La mayoria se ha ido al exteanjero segon me
cucntan sus padres v otros fmiliares. La calle domde esti I escuela de mi
infancia cs completamente distinte, Bl arbol donde cecucedo haber tallada
el nombre de mi primera novia fue derrumbado. Solo queda un tronco
como recucrtdo, De mis ojos brotan Ligrimas v se me encoge ¢l pecho. En
ese lugar sembraron una palma y edificiron estructuras de dicz v de
quince pisos de alto con ascensores v guardias de seguridad. lpualmente
se ha trazado una via expreso boreando aquel panorama de quietud, lleno
de los recucrdos de mi infinci

Regreso a este lugar Ueno de canas v al mirar a mi aleededor recuerdo
ler ue fuc un pasado repleto de momentos dificiles pero que llevo en el

corazin v permanecen inolvidahles,
Fi
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GRACE de ALMEIDA responding to MANUEL HERNANDEZ ACEVEDQ

Ir amases me that we are 50 close o the year 2000 and soll we are atta-
ched o the old models of WOMAN given to us by the Chorch and
Lociety: stereotypes. 1n Manuel Herndandez Acevedo's Altar | only sec a
suinl, | want 1o oppose this idew In my artwork 1 iy tooincorporate a full
pange of characteristics,

Lilith, in Hebrew legend, was the lirst wife of Adam. She is symbolic of
the Terrildle Mother, Lilith perscnifies not one whao s peefoct and patient,
bt oo who can also be vengeful, Lilith is representative of the mother
venerated, the mother loved and feared during childhbood.!

Women are expected to face all kinds of suffering and injustices of our
times with only cur “good side”—passivity, submissiveness, and frailty.
Bt these are the characteristics that make me feel impotent, | want o
survive, and for this Lilith shows me thar | peed 10 use my masculine
side—apgressiveness, boldness, and other characteristics 1 was told
belonged to men. | want (o integrate all sides of myself in order to get the
pecessary balance needed for the nineties. Women must decide what we
witnl, what changes we'd like o see on the planet, and it is we who must
decide how we would like to participate in those changes.

Altar spoke oo me immediately, 1 md it fBscinating that both of these
pieces have similar colors, lines, and shapes—though they were made (o
represent two different sides of WOMAN. For me, only both of these art-
works together make the whole:

Wirkon JE A Decriniary af Symipols Aoutledge & Kegas Padd, London, 1963, pg. 1HE

Grrace de Abmetds 2ot The D Side
o e Moo, 19901 FERtE B Ladn aiciim
it fex B ) Mixedd media 56 % 69 in
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Mapuel Herndnadez Acevedo Aty
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Me impresiona que estemos tan cerca al ano dos mil y gue todavia
estemos sujetos d los viejos modelos de Mujer que nos han dado 1a Tglesia
¥ la Sociedad: estercotipos. En la obra de Manuel Herndndez Acevedo
Altar, solo veo uni snts, Quiero oponerme @ o803 e Intento ineor
piorar toda una gama de caracteristicas en mi obo

Lilith, en las leyendas hebreas, fue Ia primera esposa de Addn, Flla
simbiliza & la Madre Terrible. Lilith no personifica a una mujer perfecta y
paciente, sino a alguicn capaz de cobrar venganza. Lilith representa a la
imadre adorada, amada y cemida de B nides,

S¢ supone que s mujeres debemos hacer frente a toda clase de supli-
Cios ¥ a las injusticias de nuestros tempos con noestro “boen lado®; Ta
pasividad, k1 sumisidn, la fragilidad. Pero estas son las caracteristicas que
me hacen sentic impotente. Quicrd sobrevivir, ¥ con este fin Lilith me
ensefla que necesito ultilizar mi lado masculino—agresion, valor, v otras
caracteristicas gue, segin me han dicho, pertenceen a los hombres,
Desco integrar wodos ks dimensiones de mi ser para poder alcanzar el
equilibric necesario en los afos novente. Nosotras ks mujeres debemaos
decidir lo que queremos, Ios cambios que nos gustaria tener en este pla-
neta, ¥ somos nosotras las gue tenemos qoe decidie cdmo participar en
es0s cambios,

Altar me llamd | atencion de inmediato, Me Rscing que ambos tra-
bitjos tengan colores similares, lineas ¥ formas-aunque estin hechos para
representar dos lados distintes de la mujer. Para mi, estos dos trabajos
solo cuando estin juntos crean el wdo.

e



MARY KENT responding to LORENZO HOMAR and RAFAEL TUFINO

My work has evolved from resecarch | conducted for a book on salsa
music. Plenas, a print portolio in El Musco del Barrdos collection, illus-
trated by Rafael Tufifn and Lorenzo Homar, reinforced my passion and
conviction to preserve dur culturil identity. The popuolar music of the
Caribbean has blurred boundaries between nations amd has nareowed the
gap between social classes, Aside from the Spanish language, Afro-Anti-
lean music has been the single most unifying element of the hispanic
culture

Popular culture his trunscended its low status and has entered the
workd of high art. Through our music, we recover our mythological conti-
nuum. Mere mortils, our musical idols become the object of sdorstion.
Past and present converge.

My image of Celia captures @ moment of the musical spectacle, evoca-
tive of the sensosial experience. The golden candles glorify the musical
deity. The coconut palm trees dance in another time and space. Reality
andd timelessiness unite. The oycle of ke continues,.,

MK

Mary Kol Lo alivise ode b snfen, 1904
{7 Serfen Crolofiess | Mixed medis
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Lorenaog Homar & Rafel Toliao

P tarfinlice ol Plenas { Fortfolio of
HFlanar ) Linisleum & woodcmn priegs
12% % 19% .

Mi trabajo ba evolucionado a partie de la investigacion que lleve a cabo
para un libro acerca de ka misica de Salsz. Plena, una seric de grihachs
en ki coleccion del Museo del Barrio ilustrada por Rafael Tufifky y Lorenzo
Fomar refored mi pasidn v la convicoidn de preservar nuesira identidacd
cultural. La misica popular del Caribe ha borrado las fronteras entre
miciones ¥ ha acercado i las clases sociales. Aparte de I lengua cspifiola,
ki misica afroantillana ha sido el elemento nds unificador de 1a culiur
hispuna,

La cultura popular ha trascendido su condicion v ha entrado en ¢l
munde del arte. A través de nuestra misica, hemos recobriado nuestra
continuidad mitica. Meros mortales, nuetros idolos musicales se COMY T
ten en objetos de adoracidn. Bl pasado ¥ ¢l presente convergen,

Mi imagen de Celia captura un momento del especticulo musical,
mOMento que evoct la experiencia sensorial. Las velas doradis glorifican
2 la divsa musical, Las palmeras bailan en otro tlempo y en otro espacio.
La realidad y b eternidad se unen. Bl ciclo de fa vida Ccretinia,.,

MK




MANUEL MACARRULLA responding to MIGUEL CARABALLO GARCIA

[ chose this Puerto Rican mask because | was immediately struck by i |
hadd the same response with the Dominican carnival, one of my Fvorite
themes in the past.

For all the peoples of Latin America, carnivals are one focus point i our
ciltural identity, The carmival eradition in Puerto Bico holds a ot in com-
e with the Domdndcan trsdition,

The comparison of the Puerto Rican mask znd my own rendering of the
carnival in Santo Domingo demonstrates the temperamental proximity of
the twio islands and the close ties that exist beraeen the Boriquen and

Jussgueys peoples,

MM

Miguel Caraballe Garcia Veifganne
sk, 1975-B5 (Medscara vefiparis)
FPainted papser mache 19% 5 22 % 50 in

Escogi la madscar vejigante puertorriquea porque me llamé la atencidn
de inmediato como mmbién me habia Namado el rema del carnaval domi-
thicano, uno de mis temas favoritos anteriormente

Los coirnavales de Latinoamérica forman un prume comiin de identifica-
citn cultural para toda nuestra gente, La tradicion carnivabesca puertorri-
gueefia tiene mucha relacion con la rradicidn carnavilesca dominicana

L comparacion del vefigante puertorriquedio y mi representacion del

Manueel Macaralla Cancider de ot
Trrsiealtor ol il Wi,

L,;.aurl { Gt s Tonrge Titmanslt cur carmaival de Sznto Domingo demuestra la proximidad temperamental de

SR Arermace ) O : ; el : v - : ; ;

1 & B i bl lng dos islas y la hermandad de los pueblos de Boringuen y Quisgueya.
MM




E. VICENTE MARTINEZ responding to a GUERRERO MASK

Greatyabera lunctions on two different bevels for me. O one hamd, it is
personal statement about machismo, The shirt is embellished with
sequins, spangles, and feathers to camoullage and distort the masculine
power that it exudes,

As my Guayabera underwent its transformation from store-bought
itein [o ard ohject, and 1 researchaed its origing further, my inirial feelings
began to shift, adding even more meaning. The resplemdent gqualicy of the
sequins, combined with an image of the Cuban flag and 2 patriotic theme,
gave the shirt a sense of pride and clegance. It now took on a decper signi-
ficance i an homage to my homeland and to all Hispanics.

In choosing 4 picce for the exhibition, 1 looked for one that 1 eould
relate o Giayabera. both aesthetically and conceprually. Even though 1
am very atteacted to the “female butterfly mask” because of its decorative
quality, the concept of metamorphosis was more important, Grayalbera
went through an extreme change similar to 2 metamorphos in appea-
rance and interpretation from its original state. The end product is some-
thing as glorious s a caterpillar turning into a butterfly. It is this act
of complete change that revealed the relationship between the pieces

Aniyinos artls, Gusereern
fo Tive Dpvorative Sask, c, | 9% 70 ¢ Mibsoarg
- aterote o | Painbed woosd
E¥M. x5 in

Para mi, Gaapabera lunciona o dos niveles diferenes: por wn lzde, e
una expresion personil acerca del machismo. La camisa estd sdornada
con lentejuctas, flecos v plumas para esconder, camufiar v distorcionar el
poder masculing que emana de la camisa. Conforme mi obra, raapa-
bera, se transformaba de un objeto comprado en una tienda en un
objeto de arte, ¥ yo investigaba sus OFigenes un poco mas, mis senti
mientos iniciales también comenzaron a cambiar, sumdndose al sipnifi-
cado de la obra. La calided resplandesciente de s lent ejuelas, punac g la
imagen de la bandera cubana y el tema patridtico, Ie brindd un sentido de
orgulle v clegancia a la camist Emtonces cobed un significado mds pro-
fundi como homenaje o mi tierra v a todos los hispanos,

Al escoger una obra para la exposicion, busqué una que pudiern rel-
cionarse con Gaapabera, ko estdiica como conceplualmente. Aun-
que la “miscara de mariposa femening” me atrae mucho [ror Sus
cualidades decorativas, el concepto de la metamirfosis me fue mds
importante. Desde su estado original, Guayabera pasd por cambios
exlremos de ﬂ-TllﬂI'il.:'l'H.'iﬂ € il'lh_'l'".lrr_'lﬂl;.'jl;:;l|_1_ similares ;i o de una M LEE
tosis. El producto final es algo tan glorioso como una OFUgR ue se con-
E. Viewent Martione Goayaberg, (993 vierte en una mariposa. Pari mi, fue esta accién de cambio compleio gue
Mized medin T x $0x 18 jin me reveld la relacion entre las picias,

EV M
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LIORA MONDLAK responding to CARMELO SOBRINO

The intage of g plite of rice and beans s, ultimarely, an inescapable one,
It is the yardstick by which we messure our SUCcesses, our progress,
[t is the sign of o satisfed belly.
it is an old and relizhle recipe thit keeps feeding and delighoing us, A& sen-
sunnl Blend of tasmes and aroneas that invades our kitchens, that warms and
srirs our msldes, And how iEopens our appeetioe!
Mevertheless, the question remains, would we be ready to give up this
delicacy for a good piece of mest?

LM

Linra Mondlak con s carme, s frifodes
eatey VR R Finis Wiosrt, TWho Needs
Mg ) Mised medss an waod

B4 12X %

21

Carmelo Soheino &ice and Beans, 1974
{Arrog y huldchurdas ) Aceylic on
nuscnite 50 % 3%Y in

La imagen de un plato de arroz con frijoles os, por altime, ineludible
Es I vara con I cual medimos nuestros éxitos, nuesero progreso
Es ¢l simbolo de una panen lena,
b uma antigua y confiable receta que nos sigue alimentando v deleitando,
Una mezola sensual de sabores v aroaas que invade nuestras coclnas, que
excita y calienti nuestras entrafas. (Y como nos abree el apetitol
Sin embargo, nos weadrinmos que preguntar, jpor un buen pedazo de
carne renwnciariamos este delicia?

LM



PEPON OSORIO responding to CARMELO SOBRINO

I admir o this car fantasy of mine. | dream of a volky, nicely decorated,
with Gilberto Santa Rosa’s Fubest hit blasting, while driving on BT, 1 9% on
my route o visit my sister in @ suburb of Baltimore and eimbarrassing the
shit out of her in front of all the neighbors. 1 dream of baving two hundeed
objects attsched to the windshield, clear plastic oar WULLS, New Car scent,
gobd tire rings, smoked glass windows and a bumper sticker that Ritys

= PUERTD RIOD

853230

“100% PUERTO RICAN, no imitation accepted.” I'm sure that everyone pt M
will tugh including the three hundred cops that will stop, finger print - 'f . |
ind harass me before getting 1o my desired destination. | dream of this P 1 = y " i
neredible exhibition on BT 195 that nobuody, including the Puerto Ricans ) m '

on the other side of the Hudson, will know what to muke of Amd then |
will witke up to know that | was fichad by the camaromes for the rest of
oy life, that all the cops in the area will 1alk about me and will open ~
a file and not 2 single one of the them who stopped, finger prinoed and F"'""‘
harassed me will understand thar my vilky is not a novelty or target, but g i

wiry of life.

.
LAMAL™
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Carmelo Sobrinn Fichao 1970 § They e
frod Kourr Wesither ) Soodoot on japancs:
maper 25 x 37 m,

Confieso fantasear con un coche, Suefo con un vilkswagen bicn
decorada, ¢ atlima éxito de Gilberto Santa Hosa g todo volumen, al
comducir por la RTL95 de caming 3 visitar i# mi bermeing en un suburbio
de Baltimore para avergonzarla de verdad frente a todos sus vecinos,
suefio con tener doscientos abjetos pegaddos al parabrisas, tipetes de
plistico traslicido, olor a coche mueve, ruedis doradas, ventanas de
vidrio shumado v una calcomania que rece: “100% puertorriqueno, no se
ACeptan imitaciones” Estoy seguro de que todos se reirin, incluvende los
300 policias que me derendran, me twomardn ung Imprresicn de las huellas
dactilires y me acosarin antes de llegar a mi destino, Suefio con esta
increible exposicion itinerante en la RTL9S, gue nadie, incluyenda los
pucrtortigquenos del oteo lado del rio Hudson, sabrd apreciar, ¥ después
me despertard para enterarme de gque e sido “fichao™ por os “wise guy
feds" por el resto de mi vida, que todos los policias de 1a zona hablarin de
mi, abririn un expediente con mi nombre, ¥ que ninguno de los que me
detuvieron, me tomaron las huellas ¥ me acosiron comprenderi que mi

Pepin Oeneio La Coir, 1987 £ Tie B :
Felizedd media inscallation with bed Vdﬁﬁ“’ﬂﬁm N es umi novelerin o un Bliunco, sing un esrilo de vida

TINOT % TH i 24 sy b o) FEh
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BOB RIVERA responding to GUERRERO MASKS

[ have always been affected by the mysterious power of masks and hive
collected them on my visits to Mexico, Poerto Rico and Santo Domingo,
The masks of Puerto Rico amd Santo Domingo, for the maost part, incorpo-
ate demon fwees with horns and white Buropean settler faces. Mexican,
as well as African masks, combine a wide variety of images to convey
their meaning and symbolizm. 1 chose these two masks from the state of
Guerrers in Mexico because of the way thar they relate to my work. They
are sculprural as they reach out and delineate the space around them.
They are also semewhat abscract and playful in the way they utilize
animal inengery, @ bone, ribbons and bells.

The dialogue for me is 1o make 3 work that departs from the mask yet
maintains its identity the same way that the carnival mask and the
coatmundi become faces. By using some textural applications along with
different material considerations on an increased scale, a further transfor-
mation of my mask can tike place, This dialogue then leads o a work
which is sculptural, textural, colorful and honors the “Mask” as a high
fearrm o ait.

A

A

Bab Rivers Mascara alorrizando, 1994
i Leevrelfragy Atieske) Patinteel worsl, mctal and
vingl Appras 9 x %4 x 60 in.

Anonyviaes Artist, Goerrero Dancoe
racsl esvel frar caremonnd, o 15950- 1970
e b dhara el aitiTeaa faara
el ) Cow's polvic bome, painboed
wostid 14 x 131

Ammryimous artist, Goerrero
Blpcarenies sival, ¢ 1950-1970 § Wi
dwectyaifver ] Painded wosod 38 % 1 in.

El misterioso poder de las mdscaras siempre me ha afectado y las he
ido coleccionando durante mis visitas 8 México, Poerto Rico y Santo
Domingo. Las mascaras de Puerto Rico y de Santo Domingo por lo gene-
rl incorporan caras de disblos con cuernos y caras blancas de coloniz-
dores curcpens. Las midscaras mexicamis y africanas, 4 su vez, combinan
una amplin variedad de imigenes con el fin de expresar su significado v
simbolismo. Bscogi estas dos madscaras del estado de Guerrero en Méxicn
por la manera en gue se relacionan con mi irabajo, Son mascaras con
clementos csculturales que ocupan v delinean el espacio gue las rodea,
También son algo ahstractas ¥ juegan con la wtilizacion de imdgenes de
animales, un hucso, 1205 ¥ campanas,

Para mi ¢l dialogo consiste en crear un trabajo que se desvie de las
misciras pero que a la ver mantenga su identdad, como, por ejemplo, la
manera en gque p mascara de carnaval v el "coatmundi” se convierten oo
rostros. Al utilizar diferentes texturas con diferentes considersciones de
maaterial cn una escala cada ver mas grande, puede Hevarse 4 cabo una
transformacion mds de mi miscara . Este didlogo conduce a un trabajo
que es escultural, con texturas interesantes, con mucho colorido y que
asimismo rinde honores a la “mdscara” como una expresion artistica de
grancnvergadurs,

LR



MOSES ROS responding to JOSE ROSA

I particularly respond to three elements in the work of José Rosa, Hma
Ferta de Artesania Barvanguitas (Barvanguitas 1th Cragft Fair),
in its dynamism of gesturce, beillianee of color and repeesentation of Latin
papulir culture. I, too, use intense line and color to comunicate the
immediacy and joy of my culture. We also share 3 Fascination with
vefigaretes, devil clowns of Latin America, with their mixture of impish-
ness and charm as in Dancing Vefiganies A, B & ©. As they dance
through my prints, they symbalize for me the freedom and power of the
Latin people. | feel that Rosa and I are trying to accomplish the same
things in our work—to pictorialize and celebrate 3 culture thar we share
inel from whose life-aifirming values we both benefit as artists and peaple

MR

e v o )

Mlioses Bos Dareciag Wirgtgearmbes A, 8 &0
V5 Vi fmvamtes Iveiforatn A, B, &l
Color elching 6% 9 in

Jiset Rosa Castellinos I o Ferder ol
Arfesminia de Farranguins 1972
FHervarinuetias § T Onafts Fiir)
filkscroen paoster 25 ¥ 1RY in

Respondo a tres elementos en particular del trabajo de José Rosa, Flmea
Feria de artesania Barrawguitas, respondo a sy dinamismo de
gesto, al brille del color y a su representacicon de ka cultura popular laing
AMECNA, Yo taimbién uso lineas v colores intensos jrura comunicir la
cercania ¥ ol gozo de mi cultura. También compartimos ki misma Fscina-
clon con payasos disbolicas vejigantes de América Lating, con su mescla
de pleardia v encanto como en Damncing Vejigantes A, B & ¢
(Vefigantes Bailanda A, B, & C). Al bailur a través de mis grabados,
simbolizan ka libertad y el poder del puehio Latincamericano, Siento que
Rosa y yo estamos tratando de lograr las mismas cosas en nuestros tra-
bajos—ecelebrar y vertir en imdgencs um culturs QuiC compartinios y de
cuyos vidores que aficman la vida, ambaos nos bencliciamos CONG artistas
¥ COIMI0 [ TsOmms.
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REGINA SILVEIRA responding to ST. JAMES THE APOSTLE (ANON)

The Safuts Poaradox explores the meanings which can be derived in
the differences between i small religious image, made in wouosd, and &
large und distorted cast shadow, cormesponding not to the saint himsell,
bl o |-|-|-i||'|_u,r5' cq:u;-srrian TR L.

The religious image, from El Museo del Barrios collecton, represents
&1, James the Apostle, the military patron of Spain, He inspired the
Spaniards in battles for the expulsion oof the Moors, and be was also hono-
ped as a military patron in the New World during the Age of Discovery
with the arrival of the conguerors, 56 James rides a white horse and
il have o { ngw miissing } seeord in his sght band,

There i o monment, a huge bronze sculpoure, that was made in the
1'% by the sculptor Yictor Brecheret and located at the Princess Isabel
Plice, in doswntown Sao Paoale, Brazil, It represents the militiry patron of
the Bexzilian Army, the Duke of Caxias, a General who was the Chiel
Commander in the controversial and devastaring war that pitted Brazil,
Urugeeay, and Argentina against Paraguay during the second hall the 19h
CCnIury

The pap between the object and the shadow, stated a5 a visual and con-
cepiual paradox, i5 a commentary on history amd radition. By juxcapos-
ing the wooden spint humes and the Genecal, Dintended oo buaikd o syothe-
tic correlation about the relations and affinities between religion, milita-
rism, and power thar, historically, have supported one another in the
strvggles of domination throughout Latin America,

The distortions in perspective that stretch and make the shadow gigrin-
tic in Five Saint’s Paradox are my main ingtruments to emphasize these
meanings visalhy They reveal the General with the sword as the devilish,
scmher ather of the wood Saint.

A

Begiong Silvelrn T Gfels P
VHSH i pvavondeagin ded savaniya ) Instaliagion
Approx, 180w TH I

Ammmrymous artlss, Guatemala
Agrerieper ABodtay, il ¢S50 roves fbe
Apeerfe b Painted, nailed, carved wood
2% AV 1%

La parvadaoja del santo explora los significados que se pucden derivar
de las diferencias entre una pequena imagen religiosa, becha en madera,
y una sombri grande v distorcionada que no corresponde al santo mismo
SInG a wnd monuemental estana ecuestee,

La imagen religiosa proviene de la coleecidn del Museo del Barrio v
representa al Apdstold Santiago, ¢f santo patron militar de Espafa. Santiago
Apdstol inspird a los espafoles en las batallas de la reconguista para
expulsar a los moros y @ambien se e rindieron honores en ¢l Muevo
Mundo con la legada de los conguistadores durante la época del desou-
brimiento, Santiago Aposml monts un caballe blanco v debe Hevar una
espada { ahora desaparecida ) en su mano derechi,

Hiry un monumento, um enofme escultura en bronee, situada en
Plaza Princesa 1sabel en el centro de Sab Paolo, Brasil, gue fue hecha en
bos anos cuarenta por e escultor Victor Brecherer. Representa al patron
militar del ejército brasilefio, el Duque de Caixas, un peneral que fue el
comandante en jefe en la comtroversial v avasalladora guerra que libraron
Brasil, Uruguay v Argenting en contra de Paraguay durante la segunda
mikacd del siglo diecineeye

La distancid entre el objeto y la sombra, expresada como una paradoja
visual y conceptual, o8 un comentario scerca de la historia v ka tradicion,
Al situar ko 2 lado al Santiago de madera con el general, intento crear
unit correlacion sintética sobre las relaciones v afinidades entre 18 refi-
gion, el militarismo v la autoridad que, historicamente, se han apovado
entre si en las luchas por el poder a teavés de toda Latinoamérica,

Las disterciones de perspectiva que ensanchan y agigantan la sombra
en La paradaoja del sanio son los instrumentos principales con los gque
trato de realzar los significados en términos visuales, Revelan al general
con [a espada como alguien diferente endiallado y sombrio con respecto
al santo de madera,

L5



Like artist Don Manuel Herndndez Avevedo, my purpose is to positively
“highlight Puerto Rican culture and 1o cultivate the spiric"! My installa-
tion about La Virgen de Monserrate of Hormigueros, Puerto Rico, is a
symbolic depiction of the popular custom of making pilgrimages to the
Madonna to make requests for healing. Many people have climbed the
one hundred steps (o her Sanctuary on their knees as an offering. It has
been documented? since the 18tk Century until 1954 { when the Church
banned the praciice ) that Puerto Ricans BAve silagras or exvotos in
appreciation of healings received. The mrilagros were gold, silver, or wax
images of people, body pares, and animals, symbodic of what was healed
They were pinned on the gown of the Madonna o on i backdrop in the
Church. Although people had sanios at home like the ones depicred
i this installation, they would only give their milagros to the miracle
working statucs,

Mharcia, Bominge, “Manul che Ciinl, ™ Blickay San [1jish Star Mggasine, Pocrm Rico
|5

ikl Teodorn, Law Mjilaggriocs en copn ¥ em mara) e Bwera fico, 1974, U5A.
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Elsine Somn L Muvesprrate 1994 (e
Loy of Monzersa ) Mixed media
Inseallation B84 5 1940 in

ELAINE SOTO responding to MANUEL HERNANDEZ ACEVEDO

Manuel Herndndes Acevedo Al

Bl fAltar ) Ol oo Mesanie
FE%x 24 w0,

Al igual que el artista Don Manuel Herndndesz Acevedo, tengo el propo-
site e realzar de manera Positiva b cultura de Puerto Rico v de cultivar
el espiritu ' Mi instalacion de Ly Virgen de Monserrate de Hormigueros,
Puerto Rico, es una representacion simbolica de la teadicicn popular de
hacer peregrinajes a la Madona para pedir milagros (curas), En sefial de
ofrenda, mucha gente de rodillas ha montade los clen escalones que con.
ducen a su santuario. Hay documentos? que indican que desde ¢l siglo
XVIII hasta 1954 ( fecha en la que Li iglesia prohibid la practica) los puer
torriquenos dieron milagros o exvotos en agradecimiento por haber sido
curadas. Los milagros eran figuras hechas de aro. plati, o cera que repre-
sentabin a personas, partes del cucrpo o animales, un simbolo de lo gue
habia sido curado. Solian ser prendidos al vestido de L Madona o va bien
sobre el telin de la iglesia. Aungue la gente tenia santos en casa como los
Hue se pueden ver en b instalacion, bos milagros se daban exclusivamente
i 135 extatuas que hacian milagros.

ne. Fueria Hico

‘Critrcn, Domicga, "Manuel the Good, 42 i Slar
e £ i I o T s

Widhl, Teodarg,
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FRANCISCO VIDAL responding to CARMELO SOBRINO

with the painting The Musicians,] am able to revisit a scene from the
carnivals of Barragnguilla, Colombia, which are deeply rooted in the
thoughts of my childbood. The image of the musicians in these carnivals
pukes mie back o a vme full of joy and happiness, The musicians with
thesit music and their instruments, which emphasize the rich tradition of
ihe crommbia, infect evervone with joy, The Musicians pays tmcless
hommnage 10 all those musicians, past and present, who focmed pare of those
poups which preserve our folk colture,

i |_|-1_‘1_'i|;|l:'l.| e select this work, Carro de Piragua, (show conecart)
an etching by Carmelo Sobrino from the collection of El Museo de Barrio,
hecause il is also a symbol of our popular culture, The taste of the v
e, (snow-cone ) as that of the cembia, still delights on an individual as
well a5 o collective level and represents the contiiuity of a culture inoo
[]1|"|||'|."4|‘."I'I1..
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Framchen Vidal fog ratiEicns, 19R5 ( The
Muesdedmng ) Ol on canvas & x5 B6in

34

Cargclo Sobring Carro o gl
1977 Fman-casnd coer ) 'Soodout
IVix 23%in.

Can la pintura, Eos Musicos, puedo recrenr una escena de los carnaviles
de Barranguilla, Colombia, que esti muay armigada en los pensamientos
de mi nifez, La imagen de los misicos en estos carmavales, me trasciende
i un tiempo lleno de deleite y alegris. Con sus notas musicales e instru-
menias que enfitizan la rica eeadicion de 1a combia, los meisicos conta-
Eian a todos con gozo. Los Misicos es un eterno homenaje a wodos los
que cn un tiempo, pasado o presente, formaron parte de estos grupos de
MLSICOs que reservin neestra culiuen folklorica
Decidi escoger 1a obra, Carro de Piragua, un grabado de Carmelo
Sobring en la coleccion del Museo del Barrio, que también es simbolo de
muestra cultura popular. El sabor de fa piragua, como It cumbia, sigoe
deleitando individual y colecrivamente, v representa la continuidad de
una culturn al presenie,
(Y




PEDRO VILLARINI responding to RAFAEL TUFINO

I have chosen a beautiful work by master artist Rafzel Tufifo froam the
collection of El Museo del Barrio. La Lavandera Tepresenls an wnloe-
gettable 500-year past full of history, culture and folklore in our isdandl af
enchantment, Puerto Rico. T have chosen this woek for VITIEILS reasos.

For severil dayvs, 1 went through my personal collection, made up i a
grean many works, from which | chose one of My more recent paintings,
one which 1 find most interesting with a view toward establishing a dialo-
gue with my compatriot Tufifo, My work, EF Arfesanao de Nueva York,
and La Lavandera both represent vesterday and poday in Puerto Rican
culture and folklore. B Artesano de Nueva Yordk represents the conver-
pence of the pase and the present of history and culture of Puerto Rico in
these Rraway linds, Many of us emigrated (o take these distant paths as
have many of our artisans and srtists who emigrited o find a way 1o make
# living to support their families and children, They are indefatigable in
their daily endeavors, but, as far away friin home as they are, they have
nat forgotien their culture since they carey it within themselves, At the
same timee, they devore thedr spare time o thelr artistic endeavors, to the
creation of popular culture artifacts, part of the folkdore of theis el v
Land,

Today, we have a great number of artisans who live ammong us in the
hispinic communities within the confines of this grean city of MNew York
These two works reflect a beautiful meditation on our island of enclyen-
ment, a nostalgia, and a desire (o return o Puerto Rico,

PY

Pedro Villarind £ Artesoms e Mo
Fewrky, 1UAL VTN N Tk it | U]
i cinas 38 K A2 in

Ralel Tofiao {a Levarrderes 19G0
{ The Watheroman } O g masanine
48 % M in

He escogido de la coleccion del Museo del Barrio una bella obra picti-
rica del Maesteo Rafael Tufino. La Lavandera Fepresent un pasado inol-
vidable de 500 afos de la historiy culturs v folklore de nuestra jsla del
encanto, Puerto Rico. He seleccionado esta ol POF VIS FazOmes,

Por varios dias estuve miramdo mi coleccion JHetirica, compuesta de
un sinnimero de obras, de la cual escogi uno de mis cuadros mis
recientes y de mucho interés para dialogar con mi compatrioa Tufifio. Mi
obra, El Artesano de Nueva York, v La Lavandera representan el
folklore y Ia cultura puertorriquena del aver v e hoy, B Artesano de
Nueva York representa la convergencia del pasado v del presente de |a
historia y cultuea puertorriquena en estas erras lejunas, Muchos de noso.
trus emigramos a estos senderos lefinos como lo han hecho muestros
ACEsANOs ¥ artistis que emigraron buscando ¢l pan de cada din para sas
hijos y familios. Su feena cotidinna s incansable, pero su cultor no Ia
obvidin por mis lejos que se encuentren. ¥it que ellos nacen con su cul
tura por dentro. lgualmente, en sus boras de ocio se dedician o su atra
Baeia artistics que es kartesania, parte del folklore de su tierra naral,

Hoy diu tenemos un gran nimero de Artesanas que conviven con
NOSOIros e nuestras comunidades hispanas en los contornos de esea
Bran ciglad pewyorgquing, Estas dios obras reflefin un pensamicnto bello
de nuestra ista del encanto, v I nostalgia. v el espiritu de un volver a
Puerio Rico,

Py
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SELECTED BIOGRAPHIES OF ARTISTS

EDMA ACUNA (b/n. 1846 Gidra, Puarto Rico) resides in New York and has
exhibited masks and filk costumes in the United Swates, Latin America, and
Furope. Acufia also has exrensive experience @5 a feacher and amist-in-residence
mmmm.:mﬁm 191 Cerificate in Fone Aris anid Graphics, Arc Squdents Lsigue,
e York, New York; 1982 Academy Dis Ares, Mew York, Mew Yook, 1980 Tashion instoune
ul Teclmology, Mew York, Mew Yok 196008 Apprenticesbip with Miguel Angel Rivera,
i K

!gl;t-“m[r_rnn.ﬁ'!.th[trhhﬂﬂr o b 1993 Frogiess A Gallery, New York, Mew Yok 1992
phisdiir Evers College, Mew York, Miw York, Metropolism Transie Aothoriry Miseem, New
York Mew York; 100 Cathedral of S8 John the Disioe, New York, Mow York; 1989 Galeria
Trade Art, arcebona, aned Thlker Galers Ford, Cadagues, Spain: Bdivions §niversdles Galerie
Timalomase, France

ADAL [MALDONADO] (bJn iS4 Utuado, Puerto Rico] is a phowographer
pasied i Mew York City In 1975, Addl co-founded Foto Gallery, Most recently, [n
1o, he cosFoended B Paerto Rican Emibassy, o culioral moemenn

Edpsation/Bducacion: 1973 BFA han Francisea Art Institide, Caltfornde
ErfiitdtionsExhibboioness: faodo) “Tom City” Mew York, New York; Museum of Fine Ars
speejileld, Massachniseires; Fiobel Gallery, Amsterchan, Hollamd: {groeg ) 1994 Fotolest ‘94
Eahibigdmns, ouston, Texas; “E Piecle Rican Embassy,” Wilmer Jennings Gallery o
Kenkelvhn House, Mew York, New York

Pubicafionsr 1884 Forrraits of the Puefio Rican Expenonce, IPELS insditee, Bew York
1975 The Evidence of Things Rat Seen, DaCapr Privs, New Yook

AuwnrdsfPremibas: 194 Pellowship. Instioe de Peere Rieo, Mew Yorks 1975 Felieaship,
Coreitive Arts Progrim Service (CAPS ), New York: 1974 Felkeeship, National Endesmséent for
the Ares, Wishimguon, DuC

CollestinnsiColecciones: Metropolitan Muscum of Art, Mew York, Mosee Moderne
dnre de lu Ville de Pars, o Bibikdhegee Nationale, Prance; Muosewm of Modern Af
Saiy Prancisco, Callfornia

FELIX CORDERD [b.n. 1831 Ponge, Puarto Rico) is o realis pamier whe has
exltibited in the Unived Scates @l Puerio Rico

Edvemtion/Educacidn: 1973-75 Art Studenis Leagae, New Yook 1955 %0 School af Yisus
Arts, Mew Yook, 19%4 Centficate of Mechanical Drswing, Manhattan Teohnecal Institate,
P hork: 14840 Schalarship e appeentice with Megued Poa, Poerts R,
ExhibitonsExhilsicionas: (eofie) 1905 "Balcones v Oinos Suctos” Galeri Wilfrecs L,
sl L Cona et las Amnericas, MNew! Yk “Lis Baleones,” Muosco de Arte Calompial, Quito,
Benadar, 1992 Boricun Colbepe, Brookive, and Calenia OlberCompeche, Mew York: 1989
“Pueerne Kico Visited,” Westminisier Gallery, Boomdicld Collepe, New Jersey. fgronufap 1993
faakria Moemandie, San fusn, Puerie Rico; “Mim," The Cannbian Club Hispanic Art Toar,
Bl Mt deel Barrin, Mew YorkTraveling exhibition theaisghous Merh America

GRACE de ALMEIDA (bJ/n. 1838, Sao Paulo, Brazll) is an artist who works
with varioas media on fabric o create wall hangings. Almeida has often been
commissiomed and she exhibits in Brazil amd the Undted Sages.

Edwecation/Bducaciting 1982 Pacific Basin Textile Art =chonl, Berkedey, Califarmda, 1970
Fal Al Are Cemtes, California; 197274 Escols Brasl { Contemparary At Institute ), S0
Faulny, Tiraril

Erhmralumngnmhm (oo} 1990 Soft Tooch Gallery, and Global Exclange, San
Francisca, California 1988 Fore Mason Genter, San Franciseo, California, and Gazets de
Pindheittm, Sao Pawlo, Beail, fgromg) 1993 American Art Association Festivil, amd Somar
Leallery, San Francisco, California; 1991 Muscam of Cuntempurary Art, Chicago, (llinois;
VA Servico Sacial dis Comercin, Se Paslis, Brazil

Laimm . 2 14994 Tapestry “The Jesuit Tifloence asd Multicehorakism,”
and 15892 “Hed Gym," University of San Franciseo, Califirnds. Tapestry, De Young Musciem,

’fﬁ 4_'|H-H'i-'-w. California; T4 Costumes, “The Magic Flure,” S0 Palo Maisicipal Theirer,
7

35

JOSE FRANCO (b./n. 1958 La Habana, Cuba) is a Cuban paiister and install
ewon arvist now residing in Argenting, Fronoos work is in severul private ps well as
masseum collecrions in Europe and thrinaglsast the Americas.
Edugation/Educaaion: 1983 lnstituts Superior de Arte, and 197H Escisels de Aries
MistacasSan Alcamdng, Lo Habana, Cuba

ExhibitfonsExhibiciones: fsfol 1994 “Pintuns Dibujos © insalaciones,” Museo de A
Compemporimen, Panamd, Panamei; 1994 “Encrgie Matural " Caberia Felix, Caracus, Venceicla
‘Insiallation: jost France” CavinMorris, Mew Yok, 1992 “Eeology v, Technidogye” Spoce
Galbery, Massaclwsenis; 1991 “Gre-ring,” traleria Macional, Sanco Domings, Repiblics
Ukrminicana; 1449 Galeria Hoy en el drte, Bucnos Aires, Argenting “Exposicion Pintaras
Jrssd Franes,” Galeria Arteel, Pagis, France: “Soonsas en la Schva,” Galeria B Notariado,
Monveviden, Ureguay, 1987 “01 Bienal de la Habana,” Coba

Awpgrds/Premics: 1992 jabn Simon Gupgenhcim Memosial Foundation Fellowship, U2A
19T Premio Especil Bicl, rime Walsh Codeciivi, Bspada

MARINA GUTIERREZ [bJn. 1954 Mew Yorlk, Mew York] is s mixed medin
artist wha exhibits indernationally, Guebérres has been directing the Sapurday
PFrogram o Cooper Union in New York iy sinoe 1981 amd is cwirently sorking
o Dw connmisssoned wiarks. As part of the cily’s Percent for Art Program, she Is
crenting a rwo-story hanging for the julio Burgos Culiural Center. Guticiree is ilso
prart ol the design team for an “Imagginative Pliygroond” for the F‘m:qmrl: Park
Alliamece in Broaklvn,

Edugatien/BEducacidn: 1481 B1A, Cooper Unlon, Mew York; 1979 Commonity Film
Workshop, Mew York; 197 % Instineio Cultaral de Tesochtitian, Mesico DUF
Exhibitions/Exhibicionas: [sodel 1991 “Stories,” Taller Puertorriguenn, Philadelphia,
Ponmaylvania, and Sotbe 2 Gallery, Mew York; {peouagg) 1994 °F Puerin Rican Embasa”
Wikmer fennings Gallery al Kenkelebhs Hoose, Mew York, 1995 “Ante Amerca” Bibliowca
Luisiigged Arangs, Baonoo e la Hepablica, Bogota, Colombiafraveling exhdbivion throsghom
b United Seates and Latin Americe; T9EA “Committed oo Princ” The Muscum of Modeen
Are, Mew Yorklraveling exhibition iemaglson Morth America and Cannda,
AwardsPremios; 1903 Mid-Atlantic Artists Besidency sl Hutgers University, Mew Jersey,
18 Painting Fellowship, New York Feandation or the Arts: 1986 Honorabbe Mention.
“Hienal de Hsbana, ™ Cisha; 1986 Second Prise, Matbonal Hispanic Heritsge Poster Competl-
o, Mew ok

Collections/Colecotones: The Arco Corparation, Pennsylvania; Susan Sarandon; Missen
Maciomal de Bellas Artes, Cubac Bl Musen del Barro, New Yark

MARY KENT (b./n. ¥ Barranguilla, Colombia. Lilke Galla Gruz, Mary
keaps her age a secred,] Kool moved o Mew Yook in 1984 0 do commercial
photography. Her passion for saksa has Jed her o photograghing slsa arists sinee
1988, Her artiches and images hove been published in Latin Bent Magnzine, Mew
Yiork Laking, Vis Magazine, dhe San Francisco Chrondele, Bl Diario La Prensa, Mis
Magarine, and others. Keot's previows work took her b Venesuela o welve vears,
which incloded working In the Education Depirtment at El Museo de Aroe Cone
rempoeinen de Ciracas. Kent is Quent in Portugisese, French, Spanish, and English.
Edunatinn'Bducaatdn: 1975 Floridi Intcrnational Univessicy, Flesidi,
Exhibitfons/Exfubiciones: fgroup ) (993 “Six Women," Infinity Art Gallery, Sew York,
B Yok 1990 “The Hispanic Art Shaw” Bew York Telephone, BMew York, Mew York,

MANUEL MACARRULLA (b.Jn. 1852 Santiago, Dominican Repubiic) is a
painger and oueralist whe exhibits widely in the United Staces. Marcarrulla’s work
i in many private, as well as mosewmn collecrions.

Education/Edismacidn; 1979 MEA Universioy of Penrsylvanis.
Exhibitions/Exhitdetonmes: Cerdn) 198G P51, Loog slind Ciey, Mew Yarkg {gronp) 1092
Carla Steflweg Gallery, Mew ork; 1980 “Prienise of Progress,” Aljira Arcs, Mew Jersey; 1988
“Lpnimitred 1 Frial” The Muscum of Maderm Ari, Sow York ¢ Traveling exlishition: Wright
St University, Qe Peace Musesiim, Hlinsis, LS A - Glenbose Masenm, Canado,
AepredePremins: THRRI9ES Art Matters, Inc. grants; 1985 Mural design, Brong Cooaneil on
the: Arts, Bew Vork; VET9ET Felbomship Avard, Mew Jersey Stnbe Council o the dris
CollgctionaColecciones: Ned Groams, Petra Barreras; Gull amd Western Corporation,
Bew Vork; The Muscum of Modern ArvStudy Goflection, Mew York



E. VICENTE MARTINEZ (b./n. 1965, La Habana, Cuba) is 2 mixed media
artist currently working o0 twi new serics of work, Marting with military aftire
for the firsc series, Martines is designing and exnccuting fashions under the title of
“Giays in the Military" The second series, "The Hat Laclies af Havana," comments
i the restriction of 44 pounds of lnggage allowed through cwstoms when Coban-
Americins make family trips “home” Hats pibedt upon one asother and jewelry
pinncd to every available surface on these hats { the cureent custom ), will be
further embellished by Martinez with merchandise desperaiely needed in Cuba,
dEdicationEducaciin: 1994 MR Photography, Rochester Bnsinee of Technakogy, Mew Yok
15947 BRA PhotographyCegamics, Harry LhL\miw.ﬁm‘L:I._l_

Exhibitions/Exhibiciones: fanbad E293 “Lendejeelas,” SP05 Photn Tillery, Hochesier,
Mew York; (gronp ) “La Conscioncis Lating,® Cender g High Falls, and “Finger Likes Exhili-
ton,” Memorial Ar Giallery, H-xhumﬂzw‘l‘i‘:t;"hllajc Sillver S Muessy Staie Univer

ey, Lesingion, Kemucky
AnardsPramins: 194989 Pepland Fellowship, Morth Ceroling.

LIORA MOMDLAK (bJ/n, 1857, London, England) grew up in Mexico City
and currentdy Uves and works in Mew York Ciy on intimate free-dimensioml
assemblapes

EducationBducasidn: 1975 80 University of Massachniseits, Ambierss,
Exhibitions/Exhibictones; Faife) 1S Saep Gallery, Mew York: *Liors Mondlsk, " Galerie
Jamge Kunst, Trier, Germany; 1990 Bronx Musewm of the Arts, hew Vork; 198% The Hudson
itiver Museusn, Mew Yoek: 1987 and 1954 “Sigas al Life” lorne radlery, Mewr Yok {proagp )
198 "Dieector's Choice,” Adsaiar Fine Arts, Misi, Floeida; “Animal Sposies ™ Goddard
Riverside Community Cearer, Mew Vork: *Cainine Beil” Visage Arpe Cintemporanon,
Pattma City, Panama: 19910 °1 Sud del Monde," Guleria Crvics D' rie Comtemporsnca, Mer
gaka, draly; 1985 "Mew Works by the Gindlery Artists" Yoanne Aeguy Gallory, Mew Yark

PEPON OSORIO (b./n. 1855 Santurce, Puarto Rico) has been biving in New
York City for over rwenty years, working first a 2 social worker, then 2 visug)
drtest, performance artist, reacher and seq designer, most often in collaborgion
with his choreographer wife, Meridn Soto, He has been awarded several installp-
tion eommissions over the years. In the ML recent, Dsorio created a barber shop
Environment in a run-down storefront tited, "En 1a Barberia no se Llora { Mo
Crying Allowed in the Barber Shop)” in the heart of the Larino COMMNUTY iy
Hartford, Connecticut, sponsored by Real Art Ways, { July 1994 )
Edusation/Edueacidn: 198y Geradume, Instue of Core Emergeeics, Moo York: 19085 M4
i Educsition, Codumbis University Teachers College, Mew Yark: 197678 Lehuman College,
lreers, Mew Yok L9T3-T5 Inter-American Universi ¥ Hao Rey, Puereo Rico,
ExhibitionsiExhibiciones: racdo} “Con to Los Hiervos (T the Teeth )" Bl Musen del
Barria, Mew ek 1987 "Ly Lama, {The Hed )™ Lomgwood Ars Cenler, Brons, New York;
IS5 "Iy Gean Poder de Diist { Ayt Mighay Power of God! 1" Fosios A Gallery, Brons, Mew
Yark: fgramgel 1995 “Mhe 1593 Biennial Exhdtsition,* The Whetney Mismewm of American Ari.
Mew Yok, ant Seoul, Korea: “Leremony of Spirie, Natare g Memory in Comemparary
Lating Art,” The Mexican Mipsrum, San Feanciscn, California Truveling cxhibition
Ehrcmphioul Noarth Americs; 15 *CiTsiage Arritude: Tl Wil Aris for Todey's Perlormance
AFHESIS,” Lincodi Cemer, New Yok,

AivardsPremios 1993 Ly Wallaxe Beaders [Ngest Aris tnrernatinml Kesidency in
Megicn; [9EWETRS Rlew Vork Sraie Coimell ol the Arrs; 19HVEHES Interarls Girsng'
MNatiomal Enchswemsent fur the A, Washingion, 100 (w89 Arilst-in-Hesklence, Bl Museo del
Barricy, Mew York: 1986 Artis-in-Resilence, Brone Miseum, Mo ks 198% Hessic Dance
arl Perfarmance AT Awarl, Sei Lressipn, MNew York

Collectons/Coleociones: i Mo del Barrky, Mew Yk

BOR RIVERA (b./n, 1945 Mow York Gity, Mew York) has been invidved Wil
public art since 1971 when he founded the Graffi Alternatives Workshiop o
Philadelphin to channel tse creative impulses of “dbegal” wull writers into Milapay
O Canstruction stte walls. Since 1975, he has collaborated with VAIIOHIA 0T O
emtlciis ik creane site-specilic sculptures, festjval enviromments anmd installatiogs in
pubdic: arenas. Currently Biviers is Conpeting o monumsened wall sculpture g
fises shuty-feet above the steeet for Hostos Community College in the Bron
Education/Educacidi: 1977 University of Pennsylvmin, Fhiladelphia; (966 Coigey
Umits, Mew York, 194640 Selond 4 Wisiml Arts, Mew Yook 1915 High Schevsl of Music ang At
New Yok

ExhibitionsExhiblciones: (xofo) 1902 Lawington & Burlington, Washingeon, . Iy
Painred Bride Art Ceater, Philsclphia, Fennsyivania; 1976 West Chester State Crdige.
Pennsylvani;, £ grosgd 1995 “Conteniparary Pubic Ae i the Hronx,” Letiman College Ar
Graltery, Brons, NMew Vork. 1993 Tl Studlic Mussting in Haflem, New Work; 1991 NYREY
Lorpuration, White Phams, Mew Yok,

AetordsPremios: voz.0y Artist-in-Residence, Siudio Museom o Harfem, Mew Yiork 1983
second Prize, Philadelphia Hedevelopement Aushawrity ¢ Estwick Usban enewal .
Pennsylvania, 1978 CETA Grani, Clicster County At Association, Penmsylvania: {079
Sculphire Anvard, O Ciny Arts Association, Philsdeiphia, Pemmsylvania,

MOSES ROE (b./n. 1858 New York, Hew Yori) i= o Dominican-American
architect, painter, sculpror, muralisa and printmaker who lives in the Brons.
Education/Educacion: 199492 Hober Blackburn Prinimaking Workslwup, Mew Yook,
199492 Bronk Prinmiikers Workshop, Mew York; 190] Painding, School of the Yisual Ars,
Mewr Yark; 1985 ILA, Architeriire, Prary Instizure, Brocklyn, Mew Yok,
Exhititions/Exchibiciones: {500 ) 1995 Beonx Borouph President Gillery, Mew York: 1997
Marco Freedomm Gallery, Broms, New York: 19849 Fashion Moda Ar Gallery, Brons, News Yok
(growp) 1996 "Pragmeat: Action af the Brly,” Ofozimba Art Gallery, “lragments al g
Iveam” Lating Gerontological Center, i Fuberism Gadlery, Mew York: 1993 “Las Choln”
¥eshiva University Museum, and “Sammer Show” Z Gallery, New Yook "Enepaserment,
Patersin Museim, Mew Jersey; 12 “KYHI Bional Macional,” Museo de Arte Mode o, Sanm
Dymingoy, Dominican Republic, “Ariise in the Marketpace," Bronx Museum of ihe Aris,
Mew Yok

Commissiona/Contratados: 1993 Miral, Amsierdam Avense sid Btk Stecet, Diome
Project, Mew York; Murad, faimaics Moatauk Dyeare Center, Qiseens: {Cenber Sponsared ),
anel Misral, Saien Margare Mary Chisrch, Bromo, { Chiirch spomsired |, Mew Yok,
Awards/Premios: 1994 Sculpture, “Biograplsy Materinls,” end “Career Develogumen
Award,” Broox Council o the Arrs: 197% Mutional Prize e Tainting, Rellzs Ares, Sania

Dromings, Domimican Hepublic.

REGINA SILVIERA (b./n. 1838 Pmnﬂmgm. Brazil) is a multi-media insta
IEatiom artest wiio has exhibdied widely theouglwut the Americas,
EducationEducaeidn: 1954 FH.I. AL, 1980 MA. Art, Universidede de S50 Paitbe, [raxl,
500 B A Fine Ans, Uidverscdade lederal o Bio Grande e S, Bl
ExhibittonaExhibiciones: (el ) 1995 “Masterpieces {In Absemii | Ledis Flan Galbery
Newar ok, 199187 Galeris Loisa Siviis, and PESEAH Musen de Arte Contemparines,
Sdir Paulin, Brnzil; 1988 Furbicino Calouste Gulbenkisn, Lishiog, Partagal; Cgrowg ) 19494
“MHenal Brasil Século XX," Pundscio Biewmal de S Paulo, Brasil: 1993 “Dirawings: HHih
Aniiversaey Dahibition” Lea Castelli Gallery, Mew York: *Ditramodern: The Arg af Coaiberm
parary Brazl," The Mtk Museum of Somen dn b Ars, Waslingiun, [iC

AwardsPremios: 1993 A Studio Girsnr, Banif Cemtre, Caab Pallock-Krasaer Friuhi-

feon Lerand; 190 ok Simon Guggenheim Memeria Ferdrwdation Fellowship, 1154 ; 1943
Hest Installnfinn Award, Associocss Paulisra de Critioos de Arte, and Prisitmakcing Award, Lei
Sumey para o Cublum Brsidein, %ao Paubs, Brsil




.

ELAINE SOTO [b.Jn. 1987 New York, New York] is of Puerto Rican heritage,
ard & both o painter and 4 paychobogiss who lives and works in Manhatian,
Edfucation/Edueacidn: 198]-F0 Schaod of Wisual Aris, Cootinisng Bdicarion Program, Mew
Yark, Mew Yook, 1984 apprentice o Rimer Cardillo, Master Pringmaker New Yinrk, Mew York;
1979 LI, Clinieal Peychology, Mew York Univessity, Mew York,
Exhibitions/BExhibictones: fsolo) 1990 “Meditsrions.” Passaic Ciunty Commanily
College, Farerson, Mew Jersey; “Hecent Wiek,” Paemo Rican Winekship, Mew Yook, New Yok
{pron) 1953 “Vistss Latisis,” University of Wisconsin, Madisen: Hillweod Art Misseam,
Long Tsiand UniversityAC W Pose Campris, Brookeille, Mew York; 1990 “Minb Bieomnisl San
Jusmiy, Eaviy American and Carvibeesn Prinmakers,” San Juan, Puerte Rico,
Awpsrrds’Pramies: 1987 Legeretbe international Wriners Unlon Crmmpotition, Nustracion
Priee, Sih place

FRANCISCO VIDAL (b./n. 1946 Barranquilla, Golombla) is 3 painter who
bseen lving and working in New York since 1969, Vidal exhibiis internarionaliy,
Education/Ediscaciin: 198485 Bob Blockharen Printmaking Workhop, and 196971 Ar
Studenrs Leagae, New York; 196103 Undversity of Adantico, Belles AgresPainting anel Plase
Are Srudics, Bareanquills, Codombia.
ExhibitlonsiExiubiclones: ravfo) 19994 Garnes-Tarres Gallery, Bagoda, and Elids Lara
Graltery, Barranduilla, Colienbia; 1992 “Seric the General” Quintero Gallery, Burranguills,
Cfombia; 1988 “Hecont Paintings amd Sculprure” Ingar, Latin Anserican Gulbery, Mew Yok
fgronf) 1595 “Cobeccinn Permanente,” Muses e Agie Contemporines de Monberrey,
Mexicoy 1203 "The 1ih Clevelond Tnternationad Drawing Biennale,” Cleveland Caalbery,
Middivsheough, England; 1991 “Mitos y Magia en America,” El Muses d¢ Arte
Contemporgnen, Monberrcy, Méxicn.
fepxrdsPremios: 1992 Pellowship, Mad-Ataniic Aris Foundition Mationsl Endowmsent fir
thit Arts; 19E4/B5/ B Artiat-dn-Residence, Mational Stisdio Program, P51, Lrvrgy Bsdan Chiy,
Newr Words, 19607 Second Prive/Paiméng, Bunk of the fepubdic, Calamiia.

Mew! York Fene Arcs of Ancienl Laneds, end Bl Muses del Rartia,
M Work; Cl Musea die Are Contemparines, Monmereey, Méxica,

PEDRO VILLARINI (bJ/n. 1833 Hato Rey, Puarto Rico) is a realist painter
whi has Hyved i the United States since 1947, Villaging has exhibived throoghout
Furgge and the Americas.

EducationiEducanitn: 1953 Art Instruction Academy of Minneapols, Minnesata: 1954-55
Jo Maring fry Bohiol, Mew York; 1956 Apprentice 1o faime Sotomavor, Brookivi, Mew Yok

Exhibltions/Exhibiciones: {aind 199253 “The Warld al Villarinl—Yesterday and Todsy”
Vrogress Art Gallery, Miw York; "MNusstra Herenciss ¥ s Aries Puetiorriguedas,” Bl
Caillege. Hraiklym, Mew Yok rararE ) LEE -0 “The Lutin Amicrican Spirin, A and Artisis in
b Unired Ssines P20 1970, <y Traveling exhibdeion throughout Nirth America; 1978
“Pucrto Wicans in New York —A Poople lletween Tan Culiures. " National toar throughour
Crormany;

AbarcdsiPremios: 1992 Heroes and Ride Milels Certificate of Apprecistion, PSITIK, Mew
Wark; 1991 Certificae Award for Painting, Euserpe Magazine, New York; 1988 Recognition in
the Aris fwand, Fiesta Eodklirica Muereoeriguena, Mew Yark 1957 Second Prize, Hes Primd-
Vive Artwurk, Hispanic Wirkds Falr, New York; 1965 Palma Julis de Burgos Awund, Associs:
Einy for Mserta Rican Hispusiie Cisliure, Mew Yok,

Caflgctin 7 hennedy Library, Washington, 0.0 Universal Museim of Arl,

Barcelona, Spain; Tnstitute of Paerto Rican Coltire, Bai Juan, Museum of te Historical

Socicty of Pennsyivania, Philadelphia: MNew Yurk Telephaone Company { NYNIX ), SchomBurg

L—"r‘-‘:lttf tor Hescarch in Block Culnire, Museim of the ArtsHistarical Socicoy ol faratoga,
Yorrk.
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CHECKLIST/LISTA DE OBRAS

Wirks Creafed

L. Edna dcuimi
Lo evormecifaa. 1994
e Cromeryis)
Mixed media
Fd x Mhin
Courleay of the drgist

2 Adddl
m_.rmwmﬂmwrmmm:rm'mfﬂ 154
CET coweliees fitares gvee smor i
Sllver gelatin pring toed in black colfee
with ausdio vis il Instafation
Approx 60 x Mhin
Comrleay of the artis

A Felix Cordero
Pz Ml prrrdy 1004
(8ig Pizze Hug)
Acrylic on canvas
S6x 42 in
Coarbesy of the amest

A Grace de Almeida
EAFTRD: Tl Dharly Sidde of the Moo, 199
FLU e BV feanky scrore S ler Tavas )
Mixed meeslia
x4 in,
Conrtesy of the artig

5. José Framcio
Lagartos, 1004
{Lisatridy )
Avrylic on carvas and siifed ik
Approa 70 x 90 i
Cinartesy ol the anlis

o Maring Goidérree
Latiifod 1UD4
{0 Fidwader)
Mixedd media
Approx. 48 5 12 x 36 in.
Crmrtesy of the arisi

Works from Bl Museas Fermanant
Collection

I Angeln Bomai
Lar Virpene dod Clovazin, 1950
A Wirgian af rhep Svicrend Heart )
Acrylic an woond
THx R |n
Coilbeetinn F1 Muses del Barpin
Gl ol the ansr

2 Felipe Coldn Colin
Lintiibed, 19974
F5da el
Mixeel medis o hoagd
20\ x 9%
Collectinn F Museo el Barris

3. Felix Cordera
Chtirfoal, 1982
AP fifea )
Acrylic on canvs
21 x50 i
Collection of EI Musso del Barein

4 Manuel Herndndez Acevedn
Altaiw, | MG
T}
Ol iy masind e
w24 in
Collectran B Musen de) Harre

S-Angeryinous artist, Guerrers
Tpitinehieat vk [ Recbrigres sl
o 19S0- 1970
{ Medsvarre dpcrarsatioas { gt i Rewdrigaes)
Paimted wigd
24% 13
Cedbection B Musens del Barsi
Lrift af Jamies Ciobila

Anony s aetist, Guerrens
Hﬂ:ﬂmﬂmwmkfﬂﬂﬁguﬂ'ﬂ;#.!

e, 190 O

{Midsrerra decrnativa foatifo Rawlrigraes)
Painted wisnd

2%x 11 in

LCollcoiian BT Musen el Bareig
Crift of Faimes Codals

i Miguel Pérex
Vifipernie Magl, 1975.85
{Mdscara veyipanie)
Paingcd papicr mache
20X 18 x 17T i
Collection B Musen del Rarrio

ARV IS Sriist, Guerrers
sy, ¢, 1T

I Mervoas devaresfoe )

Fuinted wood, rbbon amd siring

11 % 9% in

Ladlection Bl Museo del Barrio

it of Jsmes Calds

7. Mary Kem
L el de fa sals, L
1 e Senfea Cilinfcs )
Mided mexlia
Jx Al in
Cariesy af the artise

B Mane] Macurulla
Carcida e chifio Frerraifter ov fnf
i Wasbhinglon, 1985
{Croet’s Sovnge Freesanlt oo Wiashispiom
Arvriae
Ol o canvrms
(H X B .
Conriesy of the arnig

S E. Winceot Martineg
“rarayabere, 1903
el mexlia
ELUE S O T
Courtesy of i artise

10 Lo Mondiak
Live en ceirine R ferfles picly 194
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GREGORIO MARZAN, AN ARTESANO FROM EL BARRID Harbor. The freedom Marzin found in the 11§ i represented by Lagy

‘egorio Marzdn; Sculptures from Imaginati Liberty and the diversity of cultures found in New York City are represen.
“ % S - 45 texl by his menagerie of animals.

Marzin joins 1 centuries-old artistic tradition of creating animal sculp.

In uu; solitude of retirement and in the quiet uf his apartment, Gregorio ture. As early as 1350 B.C., Eggypiisn artists ¢ T and painted woad
Marzin has created animal sculptures that delight both v and o prasshopper | s for eyepaint. Cu Y ot ol i:I[ tie Me aiitan

with their F'i:rm:'mﬂlil}'. vibrancy, and colar, The encrgy of this youthful B8 Museum are Salvador Dali carly paintings with grasshoppers suggesting ll
yedr obd artist is conveyed through works of art which attract attention Freudian dream sequences, Margins grasshoppers, created from wire |
KAk el ulfccﬂ_mam taughter. While Marzdn is mM“:d.m gt elmers glye caps, cardboard, glitter paper, buttons, clear plastic and mas.
in dlress, j:m:ﬁfrnng Lo weather Mew ‘!:'::u'k‘s summer hest in white and fan king tape, exagperated in sise and coloring, announce their unigqueness g
linen or khaki clothes, his sculpture is filled with flambovant color He they poise for Night or munch 3 ) |

pransters (o his objects his captivating humor, flirtatiousness and Marzan's sculpture of neighborbood dogs, attentive o children ang

mtelligence. subducd compared to the noisy ¢l fthe o heir
- p g ¥y clamor of the city, attract us by their
Prodict of 4 self taught artist, Marzdns mk’s e frum an agilc imagi- oversized paws, cocked cars, mournful eyves, salivating tongues @
mation, an artistic tempersment and the Facile use I:lf.!'.llﬁ- hamnds, rl.-lm.;i_r. striped patterns, His gitafics, seeri by the artist at the Central Park Zita, i
ML Y e R51e began fo ;.:rrm:f“ with sculpting at '_"'r' recreitted in plitter and sripes with whimsical heads, eves, mouths 2
kitchen table. For instance, he discarded his carlicst attempts o depice borns, lead us 1o te thoughs of adventurous travel and intrigne, |
animals when he applied the ears backwards, The works on display in. this His goats, horses and lions capture our attention, reminding us of the
exhibition demonstrate the eventual success of his learning process beauty of the animal kingdom.
Marzin is ane of countless American folk i.il"-l.ist_.'i who teach themselves, Working from 3 kitchen table overlooking elevated railway tracks,
often working out of the home to satisfy an insatiable need, rather than i Gregorio Marzin has ficed arfistie o oA that celel life. At

produce primarily for profit or for recopnition. Osne critic characterizes
lodk artises as imbued with 2 “secure, even bedrock, sense of sell” Marein
cerriinly has that sense of self. That self generates a passion that continues
even today, and as his health permitted, he worked on an armadillo
in anviciparion of this retrospective. In his twenty years of artistic creati- Bill Brooks

vity, he has fashioned approximately 100 works of are. OF these, about Cueatorial Intern
twenty-five percent are owned by El Museo del Barrda andl represented in
this exhibition. Marzdn estimates that cach work takes three to four
muonths to create.

The wall hanging of a4 prowd, flambovant peacock typifies the artist's
rainbow palette. Beside the Pracock is the brightly dressed full figure of a
woman and the torso of 1 man, Their compact bodies are accented and
enlivened by costumes that celebrate Festivals, song and dance. Marzin's
materials { paper, plastic, buttons. tape, fake hair, plaster of paris) come
from discount shops on Canal Street, the household counters at Wi -
worth’s, or a wig shop in Harlem, The wire coat hangers and cardboard
cartons are recycled from the laundry Many ol his materials are “found
objects” picked up in the neighborhood,

Even Marzans mwst mysterious, ominous animals which vsually elicit
fear, such as fying mammls, prompt the viewer to look anew e recon-
sider established belicfs, The two bats o exhibition, for instance, com-
mand us to feed them rather than o cscape from them. As an artist,
Marzin succeeds in making us look differently at animals and to alper per-
ceptions formed through study and books; visits to zoos and fnrms; or
EXPETIENCes in our homes An ol usually thought to be a nocturnal crea-
ture, in Marzan's work, leaps from a Rousseau davlighe lindscape, once the
habitat of parroes.

Marzin is an enthusiast of the United States, his adopted country, and of
Mew York City. On display are three enples, two wall hangings and one
sculpture, which caprture the soaring vitality of this country’s national

BB years of age, Gregorio Marzin continues 10 enrich us with his creq.
tions, reminding us that AEStry can capture color, vitality and jov by
reconfiguring wire, paper and cardbadrd,

symbol. New York City is celebrited in the sculpture of the Emyprire Stine Rewssbor (Gerlle ) ]
Building with frs silver, horizontal and vertical lines. In his carcer, the E:-:‘;h'ul:ll wire ol cofored glhiner paper
artist has produced four seulptures of the Statue of Liberty, the icon he 25x 4% % 5 in

ind his children first saw on their separate arrivils by boat 1o New York

——#




BIOGRAPHY

Gregorio Marzin was born on May 9, 190, in Vega Baja, Puerio Rico. As a
child, be had limited schooling and went 1o work in the sugar cane ficlds
a8 the apre of seven. Asa teenager he served as a carpenter making wooden
Irimes for suitcases, He married Luisa Valentin and they had S children,
three danghters and two sons, In 1937, Marzdin migrated to New York Ciry
0 seck work. He planned to send for his family as he saved money, His
wife and a daughter died in Puerto Rico before he could send for them,
but o childeen canw: in 1941 and the remaining twa in 1944, Marein

Initially worled for o civil defense contractor in the manufacrure of

bombs, but soon applied his skills to 1oy factories where he served as a
doll stufler. These factories were located in the 23rd Street area of the
West slde of Mew York City berween 7th and 8th Avenues, He has lived in
El Barrio { Egst Harlem ) in a dozen different apartments over the years

Marzin became an artist upon his retirement in 1971 at the age of 65,
He: hus used the skifls learned in his long career as a doll stuffer o sculpt
immals. 'Numnu}- taught me, | made (rom the brain,” Marzin commenns,
The warks of Gregorio Marzdn have appeared in exhibitions at the
Museum, of American Folk Art and El Museo del Barrio in New York Ciry,
i the Museym o Fine: Arts in Houston, Texas.

GREGORIO MARZAN, ARTESANO DE EL BARRIO
Gregorio Marzdan: Esculturas de la Imaginacian

En la soledad de la jubilacion ¥ en la tranquilidad de sy Apartamerto,
Gregorio Marzin ha creado esculturas de animales que deleitan tantn 3
I8 jovencs como a los mayores con su persanalidad, su vida, v su color La
encrgia de este joven artista de 88 afios s transmite i traves de obeas
i arte gque Haman k1 stencion ¥ producen alectuoss risa, Mientras fue
Mar#in es meticuloso v discreto en e vestin, prefiricndo Bevar trajes de
ling blanco o color calé claro durante ¢l calor del Verame ¢n Mueva York,
su escultra esti lena de color Transfiere a sus objetos su humar, sy
coqueteria y su inteligencia.

El trabajo de Marzin es el products de un artista mutodidacta de imuag;-
nacion agil, temperamento artistico ¥ babiliched manual. Marzin confiesy
quc Cometio errores al comenzar a experimentar con k1 escultura sabre la
mesi de su cocing, Por cjemplo, desechd sus primeros intentos de capy-
rar animales cuando descubrio que habia hecho las wejas al revis, Los
trabajos que se exhiben en esta exposicion demuestran el eventual éxite
de cstos experimentos durante ¢l proceso de aprendizaje. Marzin es uno
de Tos innumerables artesanos de las Americas gue aprenden POF Si
miksmos ¥ que rabajan en sus casps para satisfacer una insaciable necesi-
did ¥ 0o para producic con el objeto de percibir ganancias o obtener
reconocimicnto, Un critico caracteriza @ los artesanos como PeTsOmns Gue
estin imbuidas de “un sentido SCRUTD, casi petreo, del ser” Marzin clerm.
mente tiene ese sentido del ser. Bse ser BENETE i pasicn gque continga
hasta hoy: dependiendo del estado de su sulud, trabajd en anticipacian de
Cla refrospectivie. En sus veinte anos de actividad artistica, ha creado
aproximadamente cien obras de arte. De E£5LIS, Unas veinticingeg pertene-
cen i la coleecian del Museo del Barrio ¥ se exhiben en estn exposicion.
Marzin calcula que le leva de tres a cuatro MERES COCE una sola figur,

Lit pieza del pavo real, orpullossg y extravagante, tpifica la gama de
colores que utiliza of arrisea, Junto al pavo real esed L ligura complera de
Lt mujer, gque esta vestics en colores brillantes, v el torso de un bombre
Sus CueTpos compactos se realyan vy cobran vida con los trajes tipicos gque
levan para celebrir Festivales, canciones v bailes. Los materizles s utd-
liza Marzin {papel, plistico, botones, cinta adhesiva, pela, yeso ) provie
nen de las tiendas de descuento de la calle Canal, los mostradores de
Woolworth’s o una tienda de pelueas en Harlem. Las perchas de metal ¥
las cafas de cartdn han sido recicladas e I Ivanderin. Muchos de sis
materiales son objeros encontrados en su vecindario,

Hasta ks animales ndis misteriosos fue fundan pinico en el observa-
dor, tles como los mamiferos volantes, también Ie hacen replantearse las
creencias pre-estublecidas. Los dos murciclagos en la exhibicidn, par
eiemplo, mids que impulsarnos a escapar de ellos, nos incitan @ darkes de
comer. Lome artista, Marzin logra forsrmos a ver de meaner distine bos
animales que conocemos a través de los libros, de visitas 4 los zoos o
granjas, o inclusive de experiencias en nuestras casas. Un biiho, por o
general visto coma animal nocturnn, en el trabsjo de Marsn salta de un
paisaje diurno de Rousseau, of hibitar original de un loro.

Marzin s un entusiast: de los Estados Unidos, su pais adoptivo, y e In




citeckad de Nipevy York, En la EXPOsicion by rres dguilas, ¢og montajes de
pired v una esculiurg, YUE capturin la vitalicad dgef vuelo del simbeals
nacioaal de e Patis. Celebrs |5 ciudad de Nyeyy York en la escyliy ril el
Empire St Building con sus lincas plateadys horizontales ¥ verticiles,
Duranie sy carrena, of dreisi Prodicido cuareg esculturs de la Estag
de I3 Libertad, ¢l ICON0 gue ¢ ¥ sus hijos, por Separado, vieron al legar en
barco al puerto de Nieyg York. Marzin representa la libertad que encon-
trd en fos Estados Unidis con Lacy Liberiy y 1a diversicki de culturas gue
s¢ haltan en Nueva Yook CSEAN representads en b diversided de sus -

makes que se remong M afio 1350 a.d.0. epoca en fa coal artistas EEipios
babraban marfi ¥ madera para creqr Cajitas para maguillaje en forma de
saltamontes. En espe MOmenta, en g Metropolitin Museum of Art, se
exhiben las pintgras wmpranas de Salvador Dali que contienen salpy-
MONICs que sugrieren SEQUENCIEs Oniricgs freudinnas, Los saltamontes de
Marzin, armados con alambyre, tapones e PeRMEnto, carttn, papel fang-
sia, botones, plistico ¥ cintn adhesivg, exagerados en tamaio v color, son
Mezs nicas en sus dindmijcas Poses il vueln o en |y maneri de comer
Lira b,

Las esculturas de Perros del vecindario que ha eremdo Marzin, Arenios
2 los nifios ¥ Ieanguilos gn contraste al climor de Jg Cinncaed, nes ATACH P
€l tamari desproporcionade de sus patas, fas Ores paradas v sus Ofis
melineolicos, lenguas Que salivan y su decoracian g FiYas, Sus jlrafas,
vistas por el artista en of 200 de Central Park ¥ recreadas con brillog ¥

vado, Gregorio Marzin ha producide EXPresiones artisicas fque oelebim
la vida A los BB afos de edicl, Gregorio Marzin continna Enriquecic.
donos con sys Creaciodnes, recordindonos que of e, reconfigurande

alambre, papel ¥ eartdn, puede capturir e color, I vitaligg ¥ el pozn de
la wigla,

Bill Brooks
Investigader,
Departamento ¢e Curatoria)
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BIOGRAFiA

Greporio Margan Ao ¢ 9 (e My de 190G e Vepa Baja, Puerto Ricg.
De pequeno, tyvg una educaciin limitudy Y empezd a teabajar en Ios
Cafiaveriles desde [os siete afos, De Wolescente, sirvig de carpintero
haciendo marcos de maders Pan maletis. Se cass con Luisa Valentin ¥
tUvieran tres hijas v gos hijos. En 1937, Marzin MR a la ciudad de
Nueva York Para Buscar trabajo. Planeaky mandar por su familiy Cieindo
tuviera dinero suficiente PEFO 51 £3posa y una hija murieron en Puerty
Rico antes de que pudiera traerlas. Dos de sus hijos vinieron en 1947 4 liss

riis estaban situadas en la calle 23 del lado oeste de Manhattan entre fus
avenidas 7 v B Hy vivido en el Barrig [ este de Harlem ) en doce diferenies
ApArtimentos a traves de Ios s,

Marzin se hizg artistd al jubilarse og 1971 a la edad de 05 ahos. Ha wili.
Zdo las habilidades que aprendi durange s, larga carrern comg rellen-




CHECKLIST/LISTA DE OBRAS

The selection of works by Gragorio

Morzdn ore part of B Muses def Barries

collestion. Thay tere created from 1871
thraugh 154,
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EMILIO ROSADO MENDEZ, AN ARTESANO
FROM PUERTO RICO

Envilio Rosado Mendez: The Soul af a Peopile

Puerto Rican artist Emilio Rosado Mendez has dedicated his life to the
mative crafl of woodcarving. In 1948, he abandoned work 15 a umber
ind dedicated himself to carving his favorie subject, Puerta Rico's roas-
ters. Over the years, Rosada has taught his art to dozens of his W nspeo:
phe and nelghbors, some of whom have themselves hecome urtisans to
carry on the woodcarving tradivion,

Usually a folke artist learns a craft from a teacher who is ils0 an artisan,
Rosado learned the technique on his own as a child by watching other
artisans. Folk artists like Rosado, without the benefit of 2 formul artistic
education, have the skill and imagination to create wrks that capiure the
daily experiences of their community. Rosado's roosters. for INStance, aee
emblems of daily Life ke people in Puerto Rico's countryside.

As Rosado begins work on one of his roosters, he pre-cuts wisod hlock
with a sharp hatcher, rrimming it to the general size of the bed o be crea-
ted, On the rough block he draws each of the rooster's pirts, which b
then carves out sind eventually glues o oa wooden base. The final steps
involve sinding and painting the picce with #crylic paints. The entire pro-
cess can take from three to ten days, depending on the size of the picce.
Rosado Mendez has commented thar his greatest difficulty is not the car
ving process itsell, but the rising cost of cedir wood and tools.!

Rosado's roosters, in stybe, pose and color, are realistic depictions of the
Lallo igles (English fighting cock ), highly prized for its beaury, fighting
abilitics, andl breeding capacity. These qualities have made the rooster a
popular symbol of masculinity in many Latin American countries. [n two
of the picces in the exhibition, Resado portrays the cocks in a fighting
stance, &5 they crouch low and position themselves to attick. The other
works show roosters in an upright position, flag nting the vivid, showy
cotors (red, vellow, orange, black and white ) of theie beautiful plummage:
The upright birds display a prowd attitude similar to that when they are
paraded by their owners before a fight.

For a long time, Rosado Mendez has been a dedicared “gallern,” a
sportsman who breeds and trains roosters for cockfighting. These hirds
re bred specifically w fight in a controlled environment and are highty
prized if their lineage and pedigree as fighters Is pure. An ancient giume
popular in India, China and Persia, cockfighting is still popular in cereain
parts of Puerto Rico. The sport is held in circular pits { 20 ftdiam, ) with
matted stage and a surrounding barrier to contain the birds,

As world technology and communications expand to offer people
around the planet access to the latest ideas and products, the importance
of folk art wanes as the legacy of home-produced, hand-made products is
tndervalued. In Puerto Rico, too, as the fature of craftwork is imperiled,
classic artisans like Emilio Rosado Mendez contribute importantly
to the conservation of beloved popular elements within this rich
Caribbenn culire,

Hosa Fernandez,
Curatocial ndern

"Vargis, Myrinm I 09590, inberview wirh the sriis inseipae Caltural Puersirriquenn
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BIOGRAPHY

Emilic Rosado Mendez was barn in 1911 in Ultuialey, Puerto Rico, in the
district of Caguana, where he still lives, As an artisan. he has dedicated
st of his life to the preservation of an impoertant caltural tradition on
the island by means of his chosen art form, wood carving, Rosado works
in berd woods—cedar and malvgany, and is well kiown for CArving one
theme—the cockfighting roosters that are so Familiar in the ishnd’s
countryshde,

Ever since he was a child, Rosado carved these birds out of “anything
that gave way to the blade” He says: "The rooster is my Bvorite gnimal
and throughout my life it has had a great influence on me As a child,
| carved the image of roosters out of avocado pits, bananas aod
cardbosirg, ™

Since 1948, Rosados lifelong artistic goal has been directed perfec
ting the woodcarving craft, his sole means of support, He has had no for-
mal art training and, unsual for most artisans, is the sole craftsman in his
Eamily. Yet Rosado has often played the role of teacher, instructing others
in the carving technigue.

As g child, Emilio did oot recelve misch ENCOUTAZEmenl b0 pursue his
artistic career and was often told that craft work wis a labalyvy and not a
serious vocation.* Today, Rosado has received over fifteen local and inter-
nitionil awards in recopnition of his talent, including the prestigious
National Endowment for the Arts "Devoted Artisan of the Year” award He
is recognized throughout Puerto Rico as 4 master artisan and his syl
tures are often presented as gifts of sote (o visiting dignitarics, Rosadeo’s
works are in the collection of The Institute of Puerto Bican Culture, San

Juan; the Smithsonian Institution, Washington, DyC; El Museo del Barrio,

MY and in countless private collections,

“hrmzales, Eyidia "El Naevoe [Ma” Jueves 19 de pulia de 1900 {enrrevista ) corctesta o lostitiog de
Undisda Pogmiorrigosta
Margay, Airiane I 1990, isterview widh e arisi lostignbn Culiugal Pucrieriguida
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EMILIO ROSADO MENDEZ, ARTESANO
de PUERTO RICO

Emilio Rosado Mendez: Fl Abma de un Pueblo

El artista puertorriqueno Emilio Rosado Mender ha dedicado su vida al
arte tradicional del tallado en madera. En 1948 abandond SU CHFTEr
come fontaners para dedicarse a tallar galios puertorriquenos, su tema
predilecto. Con ¢l paso de los afios, Rosado ha adiestrado 2 sus VECEOS en
¢l arte de tallar v alpunos se han hecho artesanaos fmira contimsr i teadi.
clon del tallado en madera,

Por Lo general, un artesano aprende su oficio de un muestro UE [EE-
bien e5 un artesane. Rosado aprendia la técnica por cuenta Propia cusndo
cra pequeno. observando a otros artesanos trabajar Artesanos COIMma
fosede, sin el beneficio de una educacion artistica Formal, thenen la biahi-
lickad ¥ la imaginacidn para crear teabajos que capturan lzs experiencizs
cotidianis de sus comunidades, Los gallos de Rosado, por elemplo, son
emblemas de Ia vida diaria de la gente del campo PUETTOCTIUehio.

Rosado comienza su trabajo cortando con un hicha un Blogue de
madera de las craractenisticas generales y el tamafo aproximado del
pitjaro que v crear Dibuja cada una de las partes del gullo sobre esie
blogue y ks talla para eventualmente pegar la pricEa entera a una base de
maderi Los toques finales requicren pulir i picza ¥ despues pintirla con
cidores acrilicos, Todo el procese leva de tres 3 diesx dias, dependienda
del amano de i pieze Rosado Méndez ha dicho guee ka mayor dificultad
radica oo en ¢l proceso de tallade en si, sino en el ale del precio del
codeo y de los herramdentas, !

En estile, pose y color, los gallos de Rosado son representaciones rea-
listas del gallo inglés, valorado por su belleza, habilidad de pelea v su
capacidad procreadora, Estas cualidades han hecho del gallo un popular
simbolo de masculinidind en muchos paises de Litinoamérica. En das de
= piezs que estin en ka exposicion, Rosado ha puesto a los gallos on
posicion de pelen, igachindose v preparindose o atacar. Los ofeos tra-
bajos muestran los gallos en una posician rigicha, presumiciido sus colores
vivies v brillantes { rojo, amarillo, naranja, negro y blanca ) de su bello i
e, Los pajaros derechos demuestran una actitud ongullosa similar a ka
Hue muestran al ser desfilados por sus propietarios antes de una pelea,

Por mucho tempo, Rosado Méndez ha sido un gallero dedicado, un
deportista que cria y entrena gallos de pelea, Estos pijaros se crian espe-

LR e R

Cedlar wayod and scrylfe paing
TRe 4% x 4% in,

Collection of Bl Musen ded Barrio
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cificimente pari pelear en un medio conrrolado ¥ son muy valorados si
stm de pura raza y tienen un lingje distinguido coma peleadores, Un anti-
guo deporte popular en L India, China y Persia, |i_F"¢H=-':l de gallos hoy en
din rodavia es popular en ciertas zonas de Puerto Rico, El deporte se prac-
tica en cosos circulires con un escenario acolchonado y una bacreea gue
comtiene i log gallos.

Conforme la tecrwdogia v las comumnicaciones se I.‘Itltﬂdtf.l ror tocho el
miundo paci offecer acoeso a las ideas v los productos mas nuevos, la
importanci de las artes populares va en declive. Ly manufacturs de pro-
ductos artesanales, de Bbricaciin casera v hechos a mano, Ueva mocho
tempo v o8 menosprecida. En Puerto Rico, donde peligra el futuro de la
cultura ariesanal, los macsiros artesanos coms Emilio Rosado Méndes
conbiribuyen de manera importante a b preservacion de los elementos
propubares mas amados dentro de esta rica cultura caribera

Rosa Fernandez
Investigador,
Departamento de Curatorial

Pargs, Myriom I 1990, enbrevists oon of sriiss, Insbisnde Suliure Poerrorriquens

BIOGRAFIA

Emilic Rosado Ménder nacid en 1911 ¢n Utuado, Puerto Rico, en el
distrite de Ciguana, donde todavia vive. Como artesano, hn dedicado casi
toda su vida a la conservacidn de una importante tradicién cultural de la
Isla a traves del arte que ha escogido, ¢l tallado en madesy, Rosado crakwaja
con maderas duras—cedno y caoba, y es mejor conocido por el tillado de
un sido tema—Ilos gallos peleadores que son tan comunes en el A
puertorriqueo. Desde pequeno, Rosado talld estos pajaros en cualquier
matertal “il que le entracd la navaja” Adade: “El gallo es mi animal pedi-
lecto v durante toda mi vida ha tenido una gran influencla sobre mi. De
pequein, tllé imagen de los gallos en buesos de aguacite, en plitanos,
e cirtin.,,"

Desde 1948, la meta artistica de Rosado ha sido el mejorar el arte del
tallado, su dnico medio de ganarse L vida, Mo ha tepido ningrin tipo de
apremdizaje formal en las artes y, lo que es muy mro, es ol Gnico artesano
en su familia. Sin embargo, Rosado ha desempefiadn el papel de maestro,
instruyendo o otros en I iéenica del tllado.

Cuando era un nifno, Emilio no tuve muchos alicientes prarit hacer
carcera iactisticn v @ menude le decian que el ifibajo artesanal era un Pl
Hempo, no una yocacion seria® Hoy en dia, Rosado ha recibido mis de
quince premios locales e internacionales en reconocimiento de su
talento, entre los cuales cabe destacir ol Prosigioso premio “Devored
Artisan of the Year" del National Endowment for the Ars, Se le reconore
en Puerto Rico como un maestro ariesing vosus esculteras o menudo se
presentn como regalos oficlales a los dignitarios fque visitan la isla,
El trabajo de Rosado estd en lis colecciones del Instituro de Caliura Puer-
torriquicaa, San foan; The Smithsonian Institution, Washingion, D0 EL
Mused del Barrio, NY; ¥ en innumerables colecciones privalas,

Wenngmilez, Lydia “E By 067 Jueves 19 de falio do 1900 {enbrevisa ) cortesi ool Institstis de

Culhurm Fuettarrigquena
Plargeis, Myriam 1 V9540, cninevisea con el arvhad, Bualitmiode Culurg FuscEarrigueia




CHECKLIST/LISTA da OBRAS:

1. Emilio Bosacks Mendes
Elrrditlol, a5 of
Cedar woad end acrylic pint
2 x e x 2% in
Collevtion of Bl Musen ] Barrda

2. Emdlio Rosasdo Measdes
CURritenl, W
Cedar wioned and s¢rdic aEni
1% % 7% x 26% in
Colbection of Bl Museao del Biorio

5. Emilio Rosadio Mendez
Lherfilog r el
Cedar wond and aceylic pajnt
B2 x % x T4% n.
Cinllection of FI Musedo ded Barrig

i. Emilkn Rosadn Mendex
Lintinlvd ma
Codar woud and acrylic paing
Hife & 4% 137% in
Codlection of Bl Muses del Barrio

§. Emilio Rosado Memdes
tiriieted wd
Llar woned and serylic paing
D% x5 x 14 % i
Cinllection of I Musea del Barrio

. Emiillo Bosabo Mender
thrditted
Leddar woed and aceylic paing
T'e X 4" X 14%: in.
Cille o of El Museo bl Barrio

timditted, wof

Cedar wood snd acrylic AT
20 x P We x 22% i,
Colbectiom of F Musen ¢l Barria
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ARPILLERAS, APPLIQUED WALL HANGINGS FROM GHILE

Arpiileras: Documents of Chilean Life

Chilean A lergs, Produced Between Iy?i-I'?HEJ', are applicué wal|
hangings thar tell simple stories, Yoy this modest medim had the power

In 1973, after g military “oup overthrew Salvadoe Allendes Popilar
Unity Platform, Chile became an unstable, divided Ciniey under the
military dictatorship ol General Auguste Pinochet. The military con-

Again.' As @ result, families Who were MisSing i member took their
gricvances to the churcles Recognizing the fneed for an dgency thar
would aid the vicrimy familics legally. medically, and in Creiting work
apportunities, Cardinal Sijye Henriques formed the Vicariate of Saljy lariry
In 1974 under the protection of he Archbishop of Santiagn,

Ihe Vicartate of Selidarity proved g be an agency vital 1o the emcr.

seiarch of their loved ones. The process of creating anpfiferas ar the
workshops soon became 4 therapeutic outler fr the expression of their

bousewives ingg political advocates fiyr justice. The arpilleristgs did now
Yet know thar this medium wonld lager substintiate the Chilean EXpe-
rence under the military repime

Early arpitteras are slightly crude in execution N comparison (o the
fter ones. 4 di:ungui::thg characteristic is the txecution of the figures,
Which ure very often large and flar and DCcupy miwch of the Epace of the
Composition, These Large unatteactive figures contribyted to the grim
Measipe of denunciation. Tag examples of this early style from EI Musen

Vieweg carefully, hrwever these sepnes reveal powerfal FOCOUNE Of
POvery du:lining medical care and unemplovmeng, Abaoat Ainety jrer-
CEnL O the arpillers COMAN recirrent symhbols, such gz 3 large sun and
the Andes Mountaing, signifiers of faith and hope, White hFandieerchiers
Wmbolize Brieving ;ind 3 Single empty chair at 3 table symbolizes the pei-
ding Fotirm af g MiEssing family member

Arpilberisias e Chilbe Mrsmenie o
Netarifising el rﬂ.'aum@,rm.'rﬂa:mm
derdero) 1974-jogn Nuirfap, yarmn, fahise
Afpron, 20 % 1 iy

Collec: b af 121 Musen del Beirin

MAgazine print were used 1o create the smallest details in thedr waorld,
Arpriltleras fuse the traditional Chilean ares of embroidery, quilting ane
SEWINg into 2 unigue an form that chronicles life and denounces politics,
transcending the border between fine art amd craft.

After the plebiscite of 1988 and the reinstitution of the democratic
Eovernment in Chile, the Vics riate of 5 Hidarity concluded jts work by
Closing the thirey-twe artisan workshops around Santlagn.* Thiy sigmified
the end of an era for the arpillera movemene, Today arpilleras are rirely
muade excepr for special orders execured by o remaiming workshop of
thirteen arpilleristas who work in their free Lirme

El Museo del Barrios arpritlera collection is 3 Eenerous gift of Arthir
and Dorothy Hammer Abour ejghy VEArs apn, inspiced by an article ahayt
Chilenn ariiferas, andd intrigued by their slgnificance, Arthur Hammer, g
vilunteer school teacher in Manhatrans Jower East side, made 5 special

Khadine Ledn
(:urn:urmflmm




ARPILLERAS, TAPICES ORNAMENTADOS DE CHILE
Arprilleras: Documentos de la Vida Chilemna

Las arpilleras chilenas, hechas entre los afios 1974 ¥R son tapdces
appliqué {ornamentados ) que narran historias sencillas, 5in embargo, fue
a traves del poder de este modesto medio que fus atrocidades que sufrid
el puehlo chiteno bajo la diceadura militar del general Augusto Pinocher
[ 19749- 1989 ) pudicron ser expoestas al mundiao,

En 1973, tras el golpe militar que derroct a Salvador Allende v su Plata-
lorma de Unidad Popular, Chile se convirtd en un pais dividido e inesta-
Ble bajo la dictadura militir del general Augusto Pinochet. Las fuerzis
armadas controlaban el pais con mano dura, persiguiendo a cualguiera
que estuviera bajo sospecha de simpatizs socialistas ¥ o bo tanibo v
tlainde los derechos humanos: de miles de chilenos. Muchos fueron dete-
nidos y encarcelados, para nunca volver 3 ser vistos, Como resultudo, las
familias de las cuales algin miembro habis desaparecido, levaron sus
quefis a la iglesia, En 1974, bajo la proteceion del Arzobispo de santiage,
el Cardenal Silva Henriguez fundd el Vicariato de Solidaridad al recono-
cer la necesidad de que existicrn una ABENCE Yue prestara ayuda legal,
médica y laboral a ks familias de 125 victimas,

El Vicariato de Solidaridad se CONVirtio en uns apencin esencial para el
macimicnto del movimento de las arpilleras. Proporcionsd oportunidades
de trabajo a mucha gente a través del establecimiento de ralleres artesa-
nales, uno de los cuales se formo en santiago con el propisito especifico
e crear arpilleris

El prinver grupo de arpilleristas se compuso exclusivamente de mujeres
que pertenecian a la Asoclacidn de los Detenidios ¥ Desaparecidos, Esias
mujeres formaron una alianza (ras encomtrarse frecuentemente en fas
margues y los centros de detencicn donde buscalan u sus seTes gueridos.
El procesa de crear arpilleras en ef taller pronto se tornd en un gjercicio
terapeitico que brindaba una oportunidad de expresar su dolor. Mes con
mes las mujeres trabajahan afanosamente para aleanzar |3 CLHHA Mecesaria
# cambio de un salacio modesto; 1as arpilleras se vendian en el exeranjero
¥ las ganancias se utlilizaban para reabastecer los talleres con e material
necesario. Al principio, las arpilleristis no se sentian del odo chimodas
con el poder del nueve medio que transformaba su papel de madres ¥
amEs e casy en activistas politicas peleanda por b justicia. Las arpille-
ristas todavia no sabian que este medio verificaria la experiencia chilena
biajo la dictadura militar

Las primeras arpilleras sonun tanto imperfectas on cuanto 2 su cjceu-
clin en comparacion con las que se hicleron después. Una caracteristics
significativa e= la ejecucion de ks figuras que @ menudo son grandes ¥
Planas y ocupan gran pirte del espacio de by composiciin. Estas figuras
grandes y poco atractivas contribuyeron al sombrio mensaje de demnuncia
que contenin. Dos ejemplos de cste estilo temprano de b coleccion del
Museo del Barrio adqui se exhiben. En las arpilleras que se hicieron des-
PUEs, el tema v el RCCTCAMIENto son mis sutiles. | as arpilleristas enmasca-
raban la riseria de sus condiciones con colores brillantes, enormes soles
¥ adotables figurillas capturadies en sy trajin diario. S se observan con
Cuidado, sin embargo, estas escemas ilustean de manera poderosa las con-
diciones de pobreza, ta falta de cuidados médicos y el desemplen. Aprosxi-
madamente e noventa porciento de las arpilleras contienen simbolos
recurrentes tales como un sof muy grande ¥ los Andes, que significan fi y
eEperanea. Pafuelos blancos simbolizan el dojor ¥ una sila silla junio a

Arprillerisias de Chike Relegitos §
Suusticia (Toe Exiles furtive) 1974-1954,
Burlap, yurn, Bbric Approx. 20 % 16 i
Collection of Bl Musco def Barrio

una mesi simboliza el retorno pendiente de un miembro de la familla que
ha desaparesido,

Las arpilleras son cjemplos fundamentales de un arte que emerge de la
cultura popular v la vida diaria. que relleja el medio ambiente iz les iy
vid. Asi como sacos de harina encintrados en los alrededores se utiliza-
ron coma el medio par las arpilleras, periddicos ¥ fevistis s¢ utilizaron
para crear hasta los mas pequedios detalles de su mundo. Las arpilleras
entrelazan las tradicionales artes (e encaje, bordado y costura de Chile en
un forma de arte dnica que presenta a la vez una eromica de la vida ¥ una
denuncia politica, trascendiendo la frontera ERLrE rte v artesania,

Después del plebiscito de 1988 ¥ la restauracion de un gobierno demo-
eritico ¢n Chile, el Vicariato de Solidaridad concluyd su trabajo al clauss.
rar los treinta v dos talleres de artesania alrededor de Santiago. Esto
significt el fin de una época pitra el movimiento arpilberista. Hoy en dia,
rar: vez sc hacen arpilleras salvo bitjo pedide especial ¥ en el inico tller
que queda, domde trabajan trece ampilleristas en su tlempe libre,

La coleceion de arpilleras del Museo del Barrio es una donacién BEDE-
rosi de Arthur y Dorothy Hammer Hace aproximadamente unos ocho
afos, Arthur Hammer, un maestro voluntario en el este del bajo
Manhattan, hizo un ¥itje especial a Chile inspirado por un anticulo que
leyds e intrigado por su significado, El Sr. v la Sra. Hammer han vuelto a
Chile en varlas ocasiones desde entonces para adguirir muis arpilleras. A
traves del Vicardato de Solidaridad, el Sr, Hammer pudo obtcaer las
mejores arpilleras hechas en prision ¥ en los talleres, Tras alguncs afios de
coleccionar arpllleras para su propio placer, Arthur ¥ Dorothy Hammer
decidieron compartir su colecciin ¥ la importancia de las arpilleras con
ls demas.

El Museo del Barrio les agrdece su penerosidad,

khadine Ledn
Investigador,
Departamento de Curatorial
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CHECKLIST

The selection of thirty-five arfrileras from Chile are made of fabric, yurn
und burlap, approxinutely 20 x 16 inches or 38 x 32 inches, and were
made from 1974 through 19809, They are selected from two hundred
arpilieras generously donated to Bl Museo del Barrios collection by Art-
b and Dorothy Hammer.

the arpilleras chosen for the exhibition address the following topics;

Flelth Care Proees

S Kitchens Political Commentiry
Recycling Campaigns Draily Life
Arpilleriseas

LISTA DE OBRAS

La seleccion de treinta ¥ cinco arpilleras de Chile estin hechas de tela,
hiles %, claro, arpillera; sus dimensiones son de aproximadamente 20 % 16
pulgactis o bien 38 x 32 pulgadas. Fueron bechas engre 1974 v 1989, Han
sitlo seleccionadas de entre mis de veitidos piezas que fueron Bencrosa-
mente donadas a la coleccion de El Museo del Barrio por Arthur y
Dorathy Hammer.

Las arpilleras que fiseron seleccionadas para esta CAposicion se diripen en
bormee a los sipuientes temas:

El cuidado de Ia salud Frotesiz
Comedor de beneficencis Comentario paliticeo
Campanas de reciclaje La wida diaria

Arpilierisias

44




THE AMERICAS, HAND TO HAND/ARTISANS WORKSHOPS

LAS AMERICAS, MANO A MANO/LOS TALLERES DE ARTESANOS
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ADRIAN GARCIA-BORIKONGO was born in 1948 in San German,
Puoerto Rico. He iz g petinter, muralist, musician, inventor, cultural Crgani-
#or, teacher, and has the distinction of being the curator and coordinator
of the Artesano section, Las Americas, Mano a Mano (The Americas,
Hand to Hand) for this exhibition, Recovering Popular Culture,
Garcia began school in Harlem, New York, where his family mewed when
he was young, Exhibiting a talent in drawing, he attended the School af
Visual Arts (1967-1969 ) and ten years later, recurned to his bomeland to
ateend the Institute of Culture/Escreln de Artes Plasticas tn San _fuan,
Puerto Rico ( 1977-1978 ) Garcia was active in the Minority Artists Move-
ment in the 19608 and 708 and was one of the founders of £l Maseo del
Barrio and Taller Boricua, He Jas taught painting, silkscreening, filim, per
cussion, experimental music, and since 1989, pourd crafting—African
and Indigenous design on gourds, which he re-discovered while studying
at the Muscum of Marrs| History, He maintains membership in the
American Gooed Society, a4 maitional arganization, Garcins paintings pos
trity, in his words, “a uniguely spiritual, surrealistic style within the con-
text Of many worlds™—ghe ancestors, Caribbean Indian, African, Spanish,
as well as the worlds of fantasy, dreams. and modern reality. Garcia condi-
mues i teach gpourd crafe and painting in museum, school, and universiey
programs in the tri-state area { New Yok New Jersey, and Connecticut ) s
well as exhibit. Recent solo exhibitions have been ar Borigua College
L1582 ) and The Yoruba Cultursl Center { 1993 ), hath in New York.

Aulrifa Garcin Gy of perarely, masls,
el misiend insivaremts, 1994

appro, | 2-26 % 6-10 % 812 in.

Laoriesy of the arcis

ADRIAN GARCIA-BORIKONGO MO en 1948 en San Germin, Puerto
Hico, Pintor, mieilista, MUSICo, inventor, organizador cultural, maesorog,
Garcia tiene ademds el honor de ser el curador y coordinador de 12
seccion de artesania, Las Américas, Mano a Mano, de esta exposicion,
Recobrando la Cultura Popular. Garcia comes la escuela en Harlem,
Nueva York, dande su Bamilia se mudd cuando &l e pequeno, Revelando
desde entonces un gran talento en ef dibujo, asistié a The Sehool of Visusl
Arts ( 196709 v diez wios thespues regrest a su tierea natal i @sistir a
la Escuela de Artes Plisticas en S Juan, Paerto Rico (197778 Garcia
lormda parte activi en el movimiento de artistas minoritarios en los atos
SESENG y setenta y fue uno de los fundadores de Bl Museo del Barrio v el
Taller Boricua. Ha ensenado pintura, serigrafia. cine, perousion, miksics
experimental y desde 1989 artesinia de calabuzas—diseios africanos ¢
indigenas sobre calabazas-arte que redescubrid al tomar clases en el
Museum of Natural History, Es miembra del American Gourd SOCICTY, una
organizacion a nivel nacional, Las pinturas de Garcia FERPESENLIN, en sys
propias palabras, “un estilo @nico surrealista denten del contexto de
muchos mundos"—los ancestros, indios caribenos, africinos, espafioles.
asi como kos mundos de fintasi, suciios ¥ [ realidad moderna, Crarcia
sigue ensefando el arte de los calabacines ¥ pintura en diversos
Programas en museos, escuelas y universidades de la region { New York,
New Jersey, Connecticut ) y también exhibe sy propia obri. Exposicidnes
individuales recientes tncluyen: Boricug College {1992 ¥ The Yorubsa
Cultural Center { 1993 ), ambos en Musevn York




LLZA PAPL wis bomn in 1949 in Minas Gerais, Brazil, and now resides in
Manhattan, Papi recieved a BAC in Art History at the Institure of Fire Arts
in Rio de Janeiro, Brazil, and an M_EA, in Printmaking amd Painting at the
ity College of New York tn the United Stites. She hepan olkloric re-
search in Rio and continued her research in the Sttes while working
the: Loweer East Side Arts Center International, & WHTLIN wWho wears miny
hats, Papi is an antist, illustrator, teacher, and international correspondent
for several Brazilian magazines, Her illustrations have been published
widely in North America and Beazil, including Wigmans Wear Daily, The
Village Voice, and the Brazilian magazines Manequin, Figurino, and
Desfile. Papi's fiest childrens book, Carnavalia, African Bragilinn Folklore
and Crafis, wis published by Rizzoli in 1993, and a second one is soon Faer
released. Papi has developed and taught several childrens progrims
throughoust the boroughs of New York based on African Brazilian fofk irt,
iNCIrporting non-conventional matecials o creste measks, seulprures, and
fags hased on the arts of Carnival in Bahia, noeth-castern Birazil. She has
alsa taught printmaking and drawing ar the City College of New York.
Papi's work has been exhibited in craft and fine art galleries around the
Rlobe, from Israel to South America and the United Stites. Her seyle por-
trays New York street life, contemporary personalities, and the Brazilian
folk and ecological environmenes.

L

Liea Papi Frovo, 195 Silkscreen oo fhoic
wiilh Ills 560% 24 i
Comeicsy aof 1he drtasi

LIZA PAPI nacid en 194% ¢n Minas Gerais, Brasil, v ahora reside en
Manbattan. Papd se licencid en Historia del Arte por el Instituto de Bellas
Artes en Rio de Faneire, Brasil, y obtuvo su maesiria en grabado ¥ pintura
de City College en Nueva York, BEEULU, Comenzd sus investigaciones
acerca del folklor en Rio de fanciro y las continud en los Bstados Unidos
nyicntras trabajnba en el Lower East Side Arts Center International, U
mujer plurivalente, Papi es artista, ilustradora, maestra ¥ corresponsal
internacional para varizs revistas brasileias, Sus lustraciones han tenddo
gran difusion en Norteamérlca v en Brasil y han aparecido en publica-
Ciomes tales como Woman's Wear Daily, The Villpee Moiee, v las revists
brasilefias Mangguin, Figurino v Desfile, Bl primer libro para ninos de
Papi, Carnavilia, African Brazilion Folklore and Crafs, fue publicado por
Rizzali en 1993, v ol segundo serd nzado muy pront Papl ha desarno-
llado y presentado varios programas para nifos basados en ¢l arte flklts-
rico afrolusitano en los cinco municipios de B ciudad de NMueva York,
Estos programas incorporan materiales poco convencionales para crear
nuisceras, csculturas v banderas basandose en las artes del carnaval de
Bahia en el nordeste de Brisil. También ha impartido cursillos en gratudo
v dibagjo en el City College de Nueva York. El trabajo de Papi ha sido exhi-
bido en galerias de arte y artesania por ¢l mundo entero. de Isael o
sudamérica y los Estados Unidos. Su estilo representa Ta vida de 1a calle de
Mueva York, personalidades contemporaneas, ambientes brasilefios follkla-
ricos yoecologistas




JOSE RODRIGUEZ was horn in E9S0 of Cuban and Puerto Rican peirents 8 *a 8P .‘_I l.,
and raised in New York City. Rodriguez received a Certificate of Art in q’.ﬂ*"i-"l'_"“ 5] .-"_" "'.'. ey
Graphic Design at Parsons School of Art and Design, in Manhattan, New T ¥ Tl £ “ua

York. Spurred by 3 growing dissatisfaction with the commercial art workd LHeatR, Tar ey : ’
and its Tack of connection to his own sockroultural context, Rodrigues Pl - ey

sought to expand his horizons and find some decper purpose in art,
Friends World College offered a unique, alternative progeam b0 the uswaal
chissroom studies. Titled World Education and Experiential Learning, this
program offered Rodriguer the opporiunity to study and trvel exten-
sively throughout Latin America and Asia. He was constantly challenged
to re-evaluate and re-define his aesthetic sensibilities while trying 1o
understand those of the host countries they would visit, Rodrigues did
find 2 wniversal interest in creative expression ammg all culiures and this
b prompted him to develop expressive fisrms based on variows tosditio-
nal aris. He is an accomplished beadmaker and worker carver, ind basket.
maker, He is also skilled in weaving, blockprinting, carpentry, smithing,
and fapanese bookbinding and Papermaking, Roddriguez teaches in the
New' York City public schools and through the ares. promotes looking at
other cultures with newer perspectives than one iesually fincds within the
traditional classroom. Rodrigoez continues 1o develop his talents as an
artise and a craftsperson fior, { though not limited 1o ), the New York Yoruba
commumity, who have roots in his own ancentril Afro-Cuban back-
ground. Additionally, he works as an illustrator for various publicarions, José Rodrigues enitted Besdwark

posters, CI music covers, movies, and books for children and adults, o Iesither 8 x 100 in.
Courtesy of the arcis

JOSE RODRIGUEZ nacit en 1956 en la cidad de Nueva York de ascen.
dencil cubama y puertorriguenia, Rodriguez recibid un Certificate of Art
in Graphic Design (Certificada de arte en disede grifico ) de Parson's
School of Art and Design, en Manhattan, Nueva York, Estimulasdo por
un desengatio creciente con respecto al mundo del arte comenclal ¥ la
totil desvinculacion de éste con sy Propio contexto socioecondmico,
Rodriguez quiso ampliar sus horizontes P encontrarle un propositoe
mis profundo al arte, Friends World College le ofrecio una alternativa
Unica pira abandonar ¢l aula en su progrivms Workd Education amd Expe-
riential Learning, Este programa be did la oportunidad de estudiar v viagar
extensamente a traves de América Latina y Asia. Sus estudios Constinte-
mente ke desafiieon a que reevaluars y redefiniera su sensibilidad estética
mientras triatzba de comprender la estética de los paises que visito.
Rodriguez halld un interds universal en la EXPresion creativa entre todas
kis culturies y esto lo ha impulsado a desarrollar formas CXPresivies gue se
basan en vatias artes tradicionales, Rodriguez es un punadero de mucho
merito @l igual que tallador v cestero, Tambicn tiene habilidades en el
tejicke, el grabado, I carpinteria, la hereeria ¥ 1 encuadernacion japonesa
¥ b manufactura de papel. Rodrigucz enseiia en s escuelas pablicas de
Ciudad de Nueva York v o raveés de las aries procura ver oiras culturas
desde perspectivas neis actuales que por lo general no se encuentran en
el aula. Rodriguez continta desarrolfando sus habilidades como artista
yaresano para la comunidad yoruba de Nueva York e liene raices
e s peepin cultur afrocubans [ aungue me exclusivamente ). Ademas,
Rodriguce ilustra varias publicaciones, carteles, portadas de discos. peli-
culas y libros para nifos v adulios,
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LUCIAND ROSARID) DE RODRiGUEY, was bhorn in 1944 in Santurce,
Puerto Rico, His fumily moved o the United Stages jn 1954 jmd Lscigno
attended New York City public schools Puring high school he COMNCENTr-
tedd his studics in photography and commercizl art. Reddrigucs jodmed the
armed forces in 1963 and was enlisted until 68, Upon his retuen to New
vork, he worked his way through Manhatan Lommunity College as an
artist with o focus on the therapeutic aspects of art. He Laughe phote-
graphy and crafts classes to “emotionally challenged” children for ming
yeirs, Rodriguez then continued to apply his artistic talents, corpr-
ting miusic, in teaching adul pEvchiatric elients, angd orgnnized an exhilyi
rion of their work, Bodrigues regularly exhibits his work ay VilFicns
communicy cultuenl evens for tstince, during Black History Month. He
creates bumps, wall hangings, bags, and hammocks. His creatiye CEIres-
sion is manilest through his wse of rope, while he keeps an eve bowiard
remaiming loval ro the ofd traditions o kM ting smel knorting fechnigues.
AT present, Rodrigees: s teaching maceme g working on commissioned
picces for priviare individuals,

Risleeguce with lamimiock & husnging
itmicly of fope.

LUCIANG ROSARIO DE RODRIGUEZ nacio en 1944 en Santurce,
Puerto Rico. Su femilia se mudd  los Estados Unidos en 1954 v Lucizno
asistic a las escuelas publicas de Nueva York Durante 1a preparatoria,
Hodriguer enloco sus estudios en la fotografia v el arte comercial.
Rodrigoez se unic a las fuerzs armadas en 1963 v estuvo inscrito hasta
1968. Al regresar a Nueva York, asistics 2 Manhattan Community College
LIRS Un artista con la mira en los aspectos terapenticos del arte, Durante
Bleve afos enseid folografia a nifos rmocionilmente perturbacos,
Rodrigues luego continud a utilizar sus talentos artisticos al INCOpOrar
mizlca a la ensefianea de pacicntes psiquidtricos adultos ¥ oorgEniEd
exposicion de so trabajo, Rodrigues exhibe su trabajo regularmente
Cohmo parte de eventos culturales, tales como Black History Month { el
Mes de la Historia de los Negros ) Crea Mmparas tapices, bolss y
hamacas, Su expresion creativa se manifiesta a traves del uso de I cuerds
Mieniras que se mantiene fel 1 ls tradiciones ¢n la forma v la técnica de
hacer nudos, How en dia, Rodripues exti ensefiando mRCrame v irabaja en
umid serie de encargos privados,
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HILARIO SOTO was born in 1962 in La Paz, Bolivia, and was raised jn
the Andes mountains where he was ta ught the Aymara way of slayving
close 1o nature throuph music, Sotos Aynuia name, Hawl, means lighae-
ning. “People have forgotten about nature,” he says, “Threough muosic 1 ealk
for mature and remind people of it” Soro began his musicinl career at e
seven, performing the trditional music and dance of many different
communities within the Tiahuanacy culture in companics of sixty 1o
one-hundred children. In 1982 Soto was invited oy perform ot the Interng-
tiomal Fesgival of Music and Dance in Muontoire, France, and feom then (i
taured extensively throughout the United States and Cannda, in 1983
miking his home-base in New York City: Named Guest of Honor and
Ambassador to the International Festival in Montoire in 1988, Soio was
granted French citizenship, His Andean instroment exhibit, including his
own sculptures aml hand crafied wind nstruments, wis commissioned
by the American Museum of Natural History in New York in 1984, and
then raveled o Japan. In 19940 Soto toured Japan with his ensemble,
Higher Culture, sponsored by Mitsubishi. Since 1986 Soto has compased
musical scores for films in Mexico and Japan, and be has produced ang
directed his own music video leaturing the beauty of the Avmara culture,
available in four inguages, He has recorded several albums, and has per
formed as a back-up musician with such luminaries as Richie Havens, Pete
seeger, and Little Steven, In 1993, Soto BAVE @ concert in Albany, New York
to benefic the Akwesasne Freedom School, managed by the Mohawk
Indians. He has received recognition from several organizations. such s
the International Council of Folklore Festivals, for his concerts benefitting
needy children worldwide

Ay

Hilwrior SaM, Sodection of A
ISR PTEE, 1URE varkms AT [TR |
arimgl skins, varicous dinomsaons
Conaresy of the uris)

Fiwson Carcdvin Coened]

HILARIO SOTO nacit en 1962 en L Paz, Bolivia, v crecit en los Andes
donde aprendid de los Aymara a levar una vida Slempre apegada a la nat-
raleza, El nombre aymara de Soto, ki, significa relimpago. “La gente se
ha olvidado de I naturalez,” dice, “A travis de Ja MUSC, conversn con la
npturalezi v trato de que la gente se acuerde de elly” SOty comenzd sy
carrerd musical a f edad de sicte afios, tocando la muisica tradicional ¥
Irailandc las danzas tipicas de las diferentes camunidades dentro de 13
cultura Tiahuamacu en companias de sesenta o cien nifios, Fn IUH2 Boto
fue invitado 2 participar en el festival internacional de musica v danza en
Monbpire, Francia, ¥ desde entonces viald extensamente o los Estados
Uvidos ¥ Canadd, mudandose Permanentemente 0 Mucvn York en 1983,
Fue nombriads invitido de honor ¥ embajador en of festival internacional
de Montoire en 1988 donde le Horgaron la civdadania francesa. su
exhibicidn de Instrumentos andinos, fque incluye sis Progrises esculturas
€ instrumentos de viento hechos o mano, fue comisionada por e Ameri-
can Museum of Nataral History en b civdad de Muyev Yok en 1984 v
pasteriormente viajo al Japdn. En 1990 Soto estuvo de R por el Japon
con su grupo, Higher Culture; patrocinado por Mitsuhishi Desde 1086
S0t i compuesto msica prara peliculas en México ¥ Japon, v ha produ-
cido y dirigido su propio video musical acerca de 4 culturs avmara en
cuatro idiomas, Ha grabado varios discos ¥ ha acompaiiado a miisicos
tales como Richie Havens, Pete Seeger y Little Steven, En 1993 Sona dia
un concierss en Albany, Mueva York, en beneficio de Akwesgsne Freedom
school, administrada por tos indios Mohawk, Fa recibido ¢l reconoed

mignto de varias organizaciones tales como el Internativnal Council of
Falklore Festivals por sus conciertos fue benclician a los nifios necesi.
tatlos en ol mundo entero,




LA BODEGA: AN ISLAND IN THE CITY
La Bodega: An Istand In The City

Daing an exhibition about the social history of the Puerto Rican hiosdeina
in Mew York was the idea of El Museos former director Petra Barreras del
Rio. In T987, as part of a local history project 1 was running at 5t Mark's
Church-in-the-Bowery, I had organized an exhibition to illuminate the
sacial history of Loisaidi: the Puerto Rican community on the lower Bast
Side, from the mid-50 to the mid-80%, that hore the conflicts of the War-
against-the-Poor-by-the-City, that always goes on in all Ereat citics, and
that went on here in the wake of World War 11, [t was made iy af disc-
mentary photographs, photos from fimily albums, public and private
papers, civil and religious objects and oral histories. Peora cime to see the
show at 5t. Mark’s and invited me to bring it uprown o El Museo. Interest
in the show was such that she then asked me 1o do this historical tnierpre-
tation of the bodega, which in cffect is East Harbern's hocal history placed
in what inevitably are its browder contexts, both as New York lore and
Arericin expericnce,

A bodeger is a grocery store, which Is meaningful encugh by isclf Gro
wers were civilizations first venture capitalists, crossing the desert with
caravans, For the poor, the neighborhood grocer—besides the obvious
services performed—represented, if not charity, then at least basic huma-
nity. Puerto Rican bodeguerns were no less so. As one connoisseur of the
bislega, Roberto Concepeian, a former plicher in the Cuban League from
Pance, put it: “the bodeguero has o treat people with love, and in return
makes 4 ot of money selling beer and soft drinks”

Sarting out in the 1920', bodegas were basically procery stores that
provwided the special Cartbbean grains, fruits and vegetables essential for
the preparation of Puerto Rican foods. Among the basic staples, bedeges
sold bacalao (dried cod fish), platanos ( plantains ), Jureitias and yoca
{rood vegetables ), various kinds of rice and beans, and Puerto Rican cof
fee. The thin paper or leaves necessary for Wrapping fdasteles ( mear pies )
could be purchased at any bodege, Some bodegas sold meat, although
carntcerias { butcher shops) and piveros ( live poultry stores ) were lso
frequented by the Puerto Rican consumer. In addition to the basics, other
bisdegas specinlized in preparing cooked foods for slkeout. But as they
developed, starting in the 1920'% and for the next half century, Pueroo
Rican bodegas became cultural institutions as much as husingess enter-
prises, and it is this that gave them their unique place in the Puerto Rican
vimmunity. Indecd in this local history are revealed e deeper struggles
that Puerto Ricans have undergone in this century to make o plice for
themselves in American life. This is what Petra wanted El Museo 1o look
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ar, and whit 1 explored, For me, as 1 New York City hoy, it became 1 sus-
taincd meditation on some questions about American identity that | had
been turning over since my schaopldays,

The Newt York City public schoels that ediicated we in the 40's and
30 fatled to reach the fakeover o Puerto Rico fn 1398 as the poker
Joced explaiiation of eodatized foople thousarids of meites from bome .,
Why this faiture, given e cliy's need (o bring its childven along as
democralically-inclingd critical thinkers? O isr't that part of the equa-
Hon e we hink, ds q SOCTer), of over finhie el ifgations? The Tessort
Liven fo explain Puerio Bica's Place fn onr famlly of states was brief
and simple When we won te Speirtish-American Watr in 1898 Spain
ceded us Puerto Rico Ceded was the operative wward: fram it we were
et fo wwest all the moral fuctors involved and rest papip v folt
ity settted morally about this business of ceslivg: of one place gob-
bling wr arother and calfing it fust

Aometobere during World War 11 in SJoweedly ar fifth geodde, o Preerfo
Hican kid became a member of mry class, He woas the artist Eloy Blanon
{ Ehwt 10 years old). Eloy woas nof ondy the first Puerto Rican o registor
T Y CORSCTONSNESS, bis fresence Incorporaled a Bind o Brooadfng
duality Hat wde bis sense of disflacentent particular in my mind {all
th Redels in iy class represented displacement af ore sort of another).
Withont bis tatking about it I knew: he suffered from being Prerto
Rican. We were all suffering from being the other, strugpling fo become
Americans, evenl the ones whose events b cectually beern born bera
Efexy badd ot diffevent strupele weitten on bis Sewce, While I neper kenew
Juslly whbat it weas about, | didn't doubt the extrerrity of bis situation. fi
sote sense, growing afr bis contemporary, | ook Bis need to be ey
o His weis the situation we were all {n. Being ten, 1 didw't [rEe W)
CuriOsity about this; tene wasa't much opportunity, bur T beld onto it

When I was abonut nineteen, and working on a post office mail trick
as a Chwistnias temp somewbere in a very derk and silent neighbor-
bood tn the Brom, where [ thought all were aslesp, we bappence on a
grocery store open for business at 1 am I was a bodegea, fnto wibich |
bad never stepiped before. To my surprise, the place—which S the
street seemed dead fo the world Hike the vest of the neiphborbood—Iie-
rally reverberated with fife It was fammed with feanfe the music twas
guing and everybody secimed o be talliing at once, fill of bigh spirvits. |
it frecesiee mey crorinsity abowt this plncmena e, bur agerin d beld
ot i, Irying to integralte 8 with wiat Tlmew, In New York, if yor eyves
dre ofedt, you're aliways discovering the otber and discovering thaf the
otber is yor excefd i a differond register

S it was uith o sense of comning back fo a place Sorall intents




P The iarfem Farmer's Marker, wisch spannied from b Eaer Biver 1o Elrd
fvenue and 102ml 0 10And streets, was ane of e more Importang sources of
fressh Nl i Mew York Cire in ibe e decades of this ceniury. Photi o
lesy of Spocial Dollectinne, Mew Tork Fubdic Libeary

PGS Bl mercado al aire it de Haglem, qur ghascatu doade ¢ Bio Fsice 1 b
Frimera Avenids enine Bs calles 102 v 10% fie uig de las Peemstes s e
tantes de camida fresca em Nucvs ok dussnic Ias primerss edemiae e sie
sigh. Frbagrafia corresis de Specisl Collecicom. Mew Yok Fublic Libesry

1905 Fich peddler st the imprivised strooc maker under the Mew Yoek Cien
izl Hailrodad trestle on Park Avcnise at U Srec This markes was g
“modern labylin® where 2 dozen Lingusges were spenkeii, sy cogimesy ol
Sl Callootions, New Vork Padidic ilsmry.

P Yendedar de pescada cn an morcads impravisaco en la calle bafo el
Parw Yok Cenlral Ralsasd sobee W svenila Park v la celle 190 Exgr mistesdn
furc s “Habdlonia seslorma” donide se blaban chrma dle lenguas. Fino
prafia comiesia de Special Collocions: New 'k Pubslic Libeury.
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and purposes I'd been only superficially, bt which nevertbeless was
part of me, that @ eame to the fob of formulating this exibibition, It was
with a sense of finally discovering wio flcey Blamco s, wby be was
ARG s and oty o fresence 30 brooding could yet be so edhranily
alive that | proceeded If the work § did on Loisalda prepared some af
the ground, the work on the bodega for a boy of the city of a freirticular
e cired place wes ke digging up the rools of a common culture

Despire the tendencies in conventional thinking to see the Puerto
Kican migration and their expericnce in the 15, as socially homogeneous
matters, they were quite diverse. The migrants were "sugar cant cutters
andl common laborers, but also accomplished musicians, fine needlecraft
workers, country doctors and midwives, botanists, spiritualists, practical
agronomists, skilled artisans, artisis, singers, and able political workers
tong invalved in the legal and political systems of Puerto Rico,” as Clara
Rodriguez reminds us in her study, Pucrto Ricans: Born in the 1 54
There were also small entrepeneurs. Virginia Sanchez-Korrol, in her stuschy
ofthe ploneer period of Puerto Rican scttlement in New York, From Colo-
nid 10 Community, 1900-1945, called these entrepencurs the backbone of
the pioneer settlements: "It was precisely in the proliferation of commer-
cial wnd professional cstablishments in small businesses, bodegas, bt
micas, restaurants and boarding houses—that the physical characteristics
af the Puerto Rican community were most sharply defined "

Workers employed in the 1920 at the American Mamufacturing Com
pany, makers of rope, recalled that the first businesses in the neighbor-
hood concerned with the Puerto Rican consumer were bodegas: “There
was 2 small bodega (on Franklin Avenue in Brooklyn ) near the factory
thait sold hot lunches to the factory people. It took close to 10 minutes to
get there, but once in a while me and my brother ran like heil, gt o the
store, and sat down 10 a steaming plate of rice and beans which we Fulped
down to get back to Las Sogitas on time" { Sanchez-Korrol )

The Puerto Rican tabaguers-journalist-publisher-community activist
Bernardo Vega, in his memoirs, recalled that these first bodeges were
“like places back home.” Already by the late 1920, the commercial sector
of the developing Puerto Rican community had grown to Include some
two hundred bodepas.

As the colortias (neighborhoods) of the pioneer generation of Puerto
Rican emigrints to New York turned into communities of permanent set-
tement, the bodega developed a space not only Zike home, but one that
g home. In particular, the bodega came to be the place of preference in
the community where historical and cultural identities could be CRPres-
sed and reenacted in daily life. The bodeguerns became popular figures in
the neighborhoods they served—even the subjects of popular sONgs—

Songs Sometimes compased on the spat, in fromt of the bodege, in the
tradition of the Puerto Rican troubador Along with other Puerto Rician
countrymen, the bodepiers alsn assumed a degree of community lea-
dership. They not only creged o sousree of credit to maintain cusiomers,
their radio advertisemens 1o rain new cusomers helped creaie Spanish-
language radio in New York. This in turn helped to safidify fr Pucrto
Ricans their burgeoning sense of commuity in the city. The welcoming
bodega amd the fn'r_'j:ldl}- .l_n-,f;i-l['-m.r,_r,_ﬂp.,_.n fior business late into the
might, seven tliiy= a week—provided ihe inforimal occasions to speak Spa-
nish, 1o swap stories, w alk politics. 1o play music together, 1o be toget-
her, to bolster memory and to shire oney thinking, Just as critically, the
boadega wis alsn part of the culture of childhood, one of the only places,
besides school, that a Puerto Rican child ever B s g dan hies o, For g
couple of generations, the bodera was the source of a4 few thousand
neighborhood kegends

With the passing of time, as the nature of the Puerto Ricin migration
changed, the bodega was transformed even further as a phenomenon,
“The bodega became an institution of the migrathon,” in the words of
Joseph Montserrat, prominent Puerto Ricin lobbwist amd public adminis-
trator, The great migration from 1946 o 1964, which in propoftionmile
terms Witk o of the lacgest displacements of people in this century, not
only expanded the borders of Puerto Rican settiement in New York City,
it brought an incredible expansion of bodepas. In the mid-190400%, ar the
height of the migration, there were some 6,500 Poerto Rican Besdegeros
in the city. Embodied in the most modest of circumstances, each onc per-
formed in miniature the role of the traditional immigrant society; the
place literally where people touched down when they arrived: where
they learned the roles; where they learned to weather the sea change;
where they had their mail forwarded, where their clogquence was listened
toy; and where even in the furthest, most isolated reaches of the city they
ke From being lost to themaelves,

It is this lomg stocy, particulacky as i ok root and Aowered in Fast Har-
bem (history is a flowering, whatever else it is), thar this exhibition of
paintings, phvdographs, documents, objects and oral history exes retells,

Arthur Tolbvier
Histosiin sand
Crovest Curator




1526 Julin Rodrigoes in frank of his Exst Harlom teslipy, “Mi Blita " AL il
turm ol il comimry, East Harkems hecasar g primary poing of serilenssal for
immigran) communéics. East of Thind Avenur, ralian Harbeme west of Third
Avimne, Jewish Harlem. The ghetto of Eas Heglernis P fetws s whiere the
first Fierba Ricans and Cubans—mainly the Earmvidios of taliagaeres | Cigarurr
kers | nowly sesigratod—began in semle in 1904, By 1920, thee Pucrtn Rican
neighiborhicad im Dast Harbem had Soecdled “Teraugh this ealire aren,” Ber-
rmardio Vejgs wrote in B memuies, “life was very meach ke whar it way back
B, Fullosving the example et by the dmiwaneras, whiics and Iacks Dved
Engriher in Barmony: Thers ayre Many Blspasic bindegas” Phoio cowriesy of
Weosdrigues Famidly Cialleviian,

1926 Julio Redrigocs frenge @ si bodega o= el esve e ifartem, "M islitg” &
Pranciping de siglo o cee de Hakem 2 convintit e of tugar primordial pars
el asentammng de comummhl sdes inmsigrantes. Al cate de ki Tereen Avenida, el
Harlesn icaliano; f neske de b Tercera Avenida, o Harlem Juidha. Bl goeio del
e do Haglem die los padios pobees e dunde bag primeros pucriorriquelins v
mabancs—principalmsaie de Gmibizg de labagueres recientemente cmi
BB —rmperarin o asenterer o (504 Para 1524, ol vecinders: [HIETTORL-
e en el o de Hadem Rabdas crecidgo "Por toda £5la goma,” escrilue
termardr Yepa en sus memorie b vidg ees my pareckda o oo e la vidg
&f Casy Siguisado p| eicmpla de fos tabspuercs, blangcos ¥oieyrus viviin
funios oo armonda. Flabis meschas bl s hispanazs = Fomgrafia cirvesia de 1
cilecdim dic L famila Boulrigues

L A phrtograph of farmwoskens In Pesrin Rico enjoying i leiswrely
moment playing daminos, By sk Belainn,

Drelanm {3 Hassinn pevish Immigrent } was sent by rhe US, Pares Ecv ity
Admimsration o document social sl bty oo dhe fglaed ibaring the 1940y
Pt and Bk wafc, bramer, 0 graphle artist, stayed In Pueren Bico and WETE QMg
IEsine eslnemonial In selEng up che Divislon of 4 Evmmunisy Edvmtion of {he
Lamymmraalih of Fucrin Rico. Delaso is @ well Enown phaivgrapher, compes
s and ifinmaker Photo courissy of the Libewry of Conpgress

93 Uina Rilografia de cimprxings en Parvmo Rico d isfrugascls e mna iran
uila partida gl dosing par fack Delsnn

Delana [ un issigranie ruso fmlio) fee derpaifuilie pog la U5 Farm Secariny
Administration F:.n daosmendar lns comliciomness aaciabes de la s duranee los
o Cugrenea, Uy si espema Irene, una decimlor grilics, =c quedanom en
Puertt Rice ¥ pastsciparan en s Fandacide de la Divison of Coamminumiiy
talncankon of the ¢ommoswealth of Puerio Bico, Delano s un conoeidn falih
R, Canm st y i in Folcggradfia cowtesia e Lilwzry of Congress
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LA BODEGA: UNA ISLA EN LA CIUDAD
La Bodega: Una Isla en la Cindad

Petra Barreras ded Rio, exdirectora de Bl Museo, tuve b ided de crear Lifi
exposiciin acerca de Ia historia social de la bodegs pUCrtorriquens en
Nueva York, En 1987, como parte de un proyecto de histoia local que yo
habia montado en St Mark's Church-in- the-Bowery, Organice una expasi-
citn para ilustear fa historia social de Lodsaidda, la comunidad puertorri-
quedia del este ded bajo Manhattan. Desde lirs afios 50 hista medindos de
los 80, Loisaida sostuvo los conflictos de 1 guerra contra b pabreza que
librds t cludad después de la Segunda Guerra Mundial y que toda gran
Cludad sigue ain librando, Ly Exposicion constaba de fotografias docy.
mentales v fotos sacadas de albumes de lamilia, papeles piildicos ¥ pri-
vados, ohjetos civiles v relighosos y historiss orales, Peteg vino a 8 Marks
3 ¥er bl exposicion y me invité a montarla en B Mused. Fue tal el interés
Hue genera la exposicidn, que Petra me invitd a crear und interpretcion
histdrica de I bodega, que en efecto es t historin misma del este de Har-
lem dentro de o YUE SO0 SUS Contexios mas amplios, es decir, comn parie
ded saber popular de Nueva York ¥ la experiencia americana en Brnerml,

Lina hodega, por supuesto, s una tienda de aharrotes, que ya s decir
algo. Los comerciantes de viveres Fueran los primeros capitalistas de la
civilizacion, cruzando el desierto en caravanas, Para los pobres, ¢l comer-
ciante del vecindario—ademids de sy funcicn evidente—mastraba, si no
caridad, por lo menos un sentido bisico de humanidad, Los bodegueros
PUETIDITIQUEROs, 0o 500 UNa excepcitn a cstg regli. Comao dice un buen
conocedor de la bodega, el ex-lanzador de |g Liga Cubana de Ponce,
Roberto Concepeidn: “gl bodeguero tiene que tratar o la Bente oon amior,
va cambio gana mucho dinero vendiendo cervisa ¥ reflrescos.”

Al principie, en los anos veinte, las bodegas bdsicamente eran tiendas
de sbarrotes que vendian granos, frutas y verduras caribefias esenciales
para |a preparacion de comidis pucrtorriquenas. Entre estos ingredientes
esenciales, lis bodegas vendian bacalao, plitanos, vautiss ¥ VUL, una gran
variedad de arroz y habichuclas ¥ calé puertorriquedio. En bodega tam-
bien se podia comprar el papel delgado o las hojas necesarias rira envol-
ver pasteles. Algunas bodegas vendian carme, aungque los consumidores
puerterriquenos también frecuentaban las carnicerias v los viveros,
Adenuis de los productos helsicos, oiras bodegns se especializaban en pre-
pawrar comidas pira levar a casa, Conforme e desarrollaron, sin embargo,
empezando en los afios veinte y prosiguiendo por los prosdmos cincuenta
anias, kis bodegas puertorriqueias se convirtieron tanto T CONtros culi-
riles COmMo en negocios, ¥ esta caricteristica o la que les ha dado un
lugar especial en la comunidad puertorriquefia. De hecho, esta hissoria
local revela las luchas mis profundas que han libkrado os Pusertorrigueinos
en esie sigho para formur pacte de la vida americana Esto 5 1o que Petra
queria que Bl Museo mostrara v gue yo explorase. Para mi, como alguien

il

(ue crecio en la cindad de Nuevs Work, Ia preparacion de estg EXPOSICHin
fue una meditacion sostenida acercd de algunis cuestiones de b identi-
cind americana a las que les he cstado dando vueltas desde mis Epocas de
csonlar

Las escuelas publicas de Nueva Yok e e edlicaron en fos aios
Clarenia ) cincuenta nunca me ensefiaron Hedd aceven de fa T
eion de Puerto Rico en 1898 come la cindea explotacion de un puebio
colonizado a miles de mitlas de casa Ol 2end la raziin de esta cony-
sfon, dadea la obligacidn gue tiene la cindad de edwcar a los nifios
Cixtiee frensadores crilicos con fendencias democraricas? O sevd esto
farte ded frollenia, cuando FHEREERHOE, OO e FOCIlad, on nivestras
olligaciones priblicas? La leccitn e Ros impartieron pava expilicar of
frgar de Puerto Rico on muesta Samilia de estados free breve v sfmple
Crgndo ganamos ke guerra | Tispanodmericana en 15 U, Expaiia nos
eelfl Puerto Rico. Ceder eva pi verbo BN cuestion; de esta palabra
debiamaos destilar todas las implicaciones morales ¥ greedar fron-
qiatlos. Nunca me senti del togo ctmodo, moralmente bablando, con
este perbo “ceder,” con la fdeq de un iugar comidndose o otva ¥ ol
Frwdey con Hamarin LiFR COOCERT Frisdo,

En algtin momento de fq Segrnda Guerra Mundial on of Criarti
SHintn as, un chico PHEIOrTIGueRio enirg a mi clase; eva el artista
Elay Blanco gue entonces fenda Aer avios de edad Eloy o soldsemmeriio
foe gf prfmer,,nuﬁ'ﬁwn'grem:lu gL ¢ regisira en i CORSCIEnte siro iftee
fammiien su fresencia contem Plative fe dicd un sentido Wy peirticidar g
s propio desarvaigo—iodos los chicos de i clase representaban
algrn tipo de descrraigo. Aungue of no bablaba al Fesiectoy po sl
atee 6f sufria pow ser futertorvigeenc. Todos sufriamos for serdiferenies,
tuchanda por ser americanos, basta agwelios cuvos padres babian
nactdo agud Pere ofra Hicha Marcali ol rostro de Blop, Aungue niinca
sufe de gue se Irataba, nunca dudé la gravedad de su situacion. En
clerto sentido, creciendn con &1, su necesidad me IHEFRCiG eonm uRa
necestdad rofia Su situacion era la stlnarcidn de todos nosotros. A fog
diex aios. mif curiosidad no me cordufo a resclver este enigma; mo fupe
et cxprortunidacd, pero to mantuve el alcanice

Lespads, cuandn fewia 5 anios, conducia iy caridn de correos
duranie ia temporada Rarddesio ¥ en algin vecindario P OSCHRD |
sHlencivgg en of firanx, donde pensaba iftee fodo ef mundo dormia, mos
foprarnos con una Henda de abarrotes e extaba abievia a ba v de Ta
WeFiang Fra jrgg bodega a fa que nunco bl fda antes, ¥V ome Neod
MR g sorpresa al descebeir gie ese silio—desdy of cuasl fa calle
Pavecia muerte al mirndo, como el resto de la citidad— il e
el Fstobyr abcrricde, babia HESTeE, ¥ foddos Parecian bablar a la
FHIEWIE ez, Henos de alegric Mi curiosidad acerca de e fencmionn
1o fue tal que me Bictera indegar muy proftndamente, Beve fo pardd
tratando de integrario g lo e salbia. En Nueoa York si abres los



Fare 14-i0s. A Bordigorns il Tl dlinces chrosn by e Snish Merchants
Associntics aml the Puern Rican Grocers Assaciation in the 19305 sl 13405
were reger highlighis of Bl Barrios social e, In addiciin, e bodegas pro
meindl ihemselves on Spanish language radéa, which featared Laiin mosse, gid
Enmitced communiny events Mgt cosresy Algarin Bamily Callection

19405, Haile de bodegueros. Les hailes argasisidos por |a Ascodacsn e
Comercianies Bspadobes ¢ | heocackin de Comerciantes de Pucrin Hico en
s anos 30 ¢ 40, &van evenios de Ean relevanciz en o Barmio Ademis,
Biilegas S lmivian promocicn por la sulie en espaiiel que cmiii snsics lains
¥ anturtaha rvencos g L conminidad. Forogralia cortesin 3¢ L famsilis Adgarin

62

A clasaie 19508 bodega. The photographer, Jusio Merti, wos g Coban cmigre
who nperared ids own plustisgssiphy siore o Erackivn and worked for the
Spanish Mercbant's Assoclaion s its e phosopraphes. Fhoio couriess iof
thse Cemier dour Potre Rican Studics

Lima clasica Bscadbiogai b b v 340, 61 o ogarad, Bt Mamid era un Innsigmnie
culxiinir g frmia s prapla tends de Fologeafia on Drooka v trabijaba para
Ea st iaicen die Comeerc ailes Esprides como su Boaligradin oficlal. Frealgraiia
coruese g Centog ci Estnilics Puertorriguedos,




afos, slempre descubres al otve; al ot gue eves 1, fErG i win registvo
difverenie

MF sevrcamiento a fi ofaboracion de esia exfrasicide, fwe fo feamtiy
frocede con el sentido de volver a wn lugar quie par tode efecio -
fieo wuncd babiag conocido mas ifrie grifrerficialmenie, fera e sl
vrnargo era pevie de mi p de mi culturg Ema con of sentido e ooy
pwr fin conocer g Eloy Blanco, de saber quicn ena, por e estehi erntre
TRERSERITTRS, LT PR resencia fan CINIERRIN G g fodia estar g la pes
fan viva, que prse manos a la obra 8@ el trabajo e vealicd peara
Loisaida habia frrefiaraddo of terrema, of moniar g hafega pova
cilgnren gqie Ba evecido en o ofiidad on i monienio ¥ uir esfierede fairti-
crileres, fue como buscay las raices comunes de foda wme culfsre

A pesar de la tendencia convencional de considerar la migracion puer-
torriqueni ¥ su experiencia en los BEstados Unidos coma fendmenos
socialmente homogéneos, de hecho fueron bastante diversos. Los inmi.
grintizs eran “cortadores de cana v jornaleros, poro ambién musicos, cos-
tureras, doctores rurales ¥ parleras, botinicos, eqpiritualisras,
APronomistas, artcainos, artistas, cantantes, v hibiles militnees puliticos
por muchs tiempo metidos en los sistemas legales v politicos de Puerio
Rico.” como nos recuerds Clara Rodriguez en su estudio, Puerto Ric 15;
Born in the LS A, También habia pequefios empresarios., Virginin Sanchey
korrol, en su estudio sobre 13 primers época de ssentamiento pLieriorm-
queio en Nueva York, From Colonia to Community, 19400. 1945, Hanta @
£stos empresarios fa columna vertebral de los primeros asentamientos:
"Fue precisamente en bn profiferacion de establecimientos profesionales v
comerciakes en lus pequenos negocios, bodegas, botinicas, resturantes ¥
casas de huespedes—que las caracteristicas de la comunidad pucrtorri-
quiciia se definieron mis pronancindamente”

Varios trabajadores empleados en los anos velate por American Manu.
facturing Company, productores de cuerds, recordaron que los primeros
negocios en el vecindirio que se preocupaban por el consumidaor puerto-
rriquena fueron las bodegas: “Habia una pequeda bodega {en la calle
Franklin en Brooklyn ) cerca de una fibrica, que vendia almuereos
cilientes a los trabajadores de la fibrica, Llevaba casi dies minutos lepar
alli, pero de vez en cuando mi hermano v yo corriamos, legabamos o b
tenda y nos sentabamos @ comer un plate humeante de arroz con habi-
chuelas que nos tragabamos ripidamente para volver 3 Las Soguitis a
tempo." [ Sanchez-Korrol ) El tabaquero-periodista-cditar-activista comu-
itario Bernarde Yega recucrda en sus memorias (ue estas primeris
bodegas ern “sitios coma los de casa” Ya para los anos veinte, el sector
comercial de b comunidad puertorriguens habia crecldo hasta ¢l [runie
e incluir 200 bodegas

Conforme las colonias de 1a primera gencracion de Inmigranies puerio-
rriquenos en Nueva York se convirtieron en comunidides permanentes,
las bodegas crearon un espacio donde uno no solo podia esear coma en

L]

casil, Sino que de hecho estaba en case. Bn lo particular, [a b Wl lhepcs a
ser el sitio predilecto de [ comunidad donde las identidades histdricas y
culturiles podian expresaese ¥ revilidacse en la vida diaria, Loy bode-
Bueros se convirteron en fgueas populares en I comunidades a las Cjue
servian—hasta se hicieron protagonistas de canciones populares—can

ciones 4 veces compuestas en el lugar mismo, frente s la bodega, en la
tradiciom del juglar puertorrigueiio, Con otrms paisanos puertorriquedios,
el bodeguers mmbicn toma el liderato de 13 comunidad. Los bodegueros
no s0lo s& convirtieron en una importante fuente de erédito P sus
clientes, sino que timbicn, a truves de los anuncios de radio que creaban
i atraer i mas clentela, ayudaron a lanzar a eadio en espafol en Nueva
Yok, Esto, o ba vez, avindd a cristalizar el creciente sentldo de comunidad
en Nueva York. La bodega—alverta hasta las aleas horas de la noche, siete
dlias a la semana—y el amistoso bodeguern brindaban 14 opertunidad
para hahlar espafiol, cambiar impresiones, hablar de politica, rocar
MISICE, e5tar junios, ejercitar la memoria, comipartr los pensamicnios.
De igual manera, la bodega formaba parte de la culturn de 1a infancia,
shendo, ademits de b escuela, el dnico sitio adonde un nifo puertorri
queio podia i solo. Para un par de gencraciones, ki bodega fue ln fuente
de varios miles de leyendas del vecindario,

Con el paso del tiempo, conforme |3 naturalers de by inmigracion puer-
torciqueia cambit, la bodega evoluciond aun mas como un fendmeno
social. La bodega se convirtio en una institecicn de la inmigracion, segin
Joseph Momtsereat, distinguido cabildero v administradar piiblico et
rriquena, La gran inmigracicn, de 1946 a 1964, que proporcionalmente
fue uno de los desplazamientos humanos mas prandes de este sigles, nio
silo extendia los limites de las colonis pueriorrigquetss en Mueva York,
sing que tambicn conllevis una expansion increible en el mimers de
bodegas. A mediados de los sesenta, durante la emigeacion mis impor-
tante, habia unos 6,500 bodegueros puertorriqueios on la ciudad, Perso-
nificado en las condiciones mis modestas, cadz uno en ministira
desempenia ¢l papel rradicional del inmigrante —mantenia el lugair donde
la gente literalmente sterrizaba al llegar, donde aprendian las reglas,
domde aprendian a aguantar los cambios, donde mandaban sus Cartas,
donde escuchabin su eloguencia, donde en los lugares mas remotos de F
ciulad evitaban perderse a sl mismos.

Es precisamente esta larga historia de la bodega en Nueva York, particu.
larmente en la forma cdmo se arraigd y Aorecio en el este de Harlem {5
lo gue sea, Ia historia es un Aorecimiento ), lo que pretende recontar esta
exposicion de pinturas, fotografias, documentos, objems v extos de
Fistoria oral,

Arthur Tobier
Fistoriador Social v
Curador Invitado
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SH Pl houis an 4 Dovidga an Bl Barrioe neighborhocd cosspatriois playing
dmmimce. Contenspiriry phoiographic dooseneatstim by Pahin D lana

1982 El tardm ile noche co una bodega en gl Darris; compareinges del
vecindarin pagando domisd. Decumentacion foroprifice CanlEm e por

Pablo Dielani,

IREY Suy Vatuomo v de ayamdan. Interice de la hodegs Bayamdn om b calic
164 wmire |a Tercers Avensda v Lexsnjgion, propredasd de lsmeralde Calbn, un
ohrena de s que pagd $100 pars compar csia tiends e ks ados 50 En
B, el edlificin fur derrumbado pani see sefubilitsdo 3 a Colim le dicran
g local para mudidse. Decumeniacwin fatografics confomporined por

Fabdi Dielino

1950 Sup Vagrern g ole Bajra s { Kem s Ciewhoy from Dayamos | lsierion cko
seup nf 1he Daysson daodiga an Widch Sireer berween Thind sl Lesingean
menues, audgd by Esmenaldo Caolon, & Sciosy saosker wiho pakd S100 in ey
My 1o by his sone in b earky 19505 In 1900 the building wes fees
thewn b be rehabditated snd Colon was given ansthes stoefeent 1o rokocaie
Lantemparary phalographic documssearation by Pabso Dctan
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