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que todo museo debe afrontar en el siglo veintiuno.

Susgna Torrwella Leval
IMreciord




INTRODUCTION

Reaffirming Spivituality is the third and last of El Museo del Barrio's
three-part Twenty-Fifth Anniversary Exhibition. In the course of the vear-
kg exhibition, cighty contemporary artists of Latin American descent
were invited 1o select a work from the museum’s permanent collection
andl o establish a dialogue berween it and 2 work of their own. The rotat-
ing dialogues engaged three themes: Recladming History, Recovering
Poprdar Culture, and Reaffirming Spirituality.

The themes around which the dialogue was constructed emerged mt-
urlly from my observation, as @ curitor, of subjects of passionate concern
Lo contemporiry Latin American and Latino artises during the last decade,
OF the three exhibtions, Reaffirming Spivituality was the most diffi
cult ty set boundaries to, given the complexity, diversity and subsjectivity
of the theme. It intends an openended exploration of the uniguely
human impulse 1o seek meaning tn marerial existence. No conclusions are
offered, only beginnings,

The exhibition highlights contemporary artists whose works reveal a
persistent exploration of spiritual dimensions. a deeply-rooted impulse
refated to the preservation of a distinet cultural identity. Many Latin
Americian and Latino artsis deplore the modern isolation from, and dis-
combort with, dimensions of experience that involve the spiritual, the
saceed, the supernatural, and the magical. Thus an important part of their
work involves recovering these spiritual traditions and values and restor
ing them to a place of familiarity and importance in contemporary life.
Amalia Mesa-Bains states this impetus elogquently: “As artists we serve 1o
redecm our cultural past and 1o give visual language o our sprirituality”

Despite the complexity and variety of anistic expression evident in the
exhibition, | was struck by a few powerful impulses that served as well-
springs creativity, tevealed through the amists’ own statements. Primary
among these is a keen sense of the frgmented self—of the self negotiat-
ing between cultures and identities, between external realitics and inter
nal geographies, between analytical and emotional lves, Esperanz Cortés
capiures the sense of this bifurcated life when she describes heesells a5
“those of us who spend a lifetime trying to translate whar i€ not transla-
iwhle"The imagery of frgmentation pervades the exhibition. Some artists
convey it in the very form of their work, as in Cindida Alvares” dipoych or
Jaime Davidovich's cruciform installation, a metaphysical rack for the
twenticth century. Rimer Cardillo assembles his plece Cachivacbero in
the picarcsque manner of a ragpicker. making @ parallel o the agereiine
experiences that “adhere to his person™ to construct the: self

For many artists, the fragmented self finds healing through the process
of rechiiming the “mystic historics” [Amalia Mesa-Bains] of their own cul-
tures, often transposing them o contemporary life. Forpe Tomo, for
instanee, correlates his family's ancient shrine at Hormigueros with his
awn “shrine” at The Cloisters in Fort Tryon Park. George Crespo PHOpOSES
a paralle] belween the carly migrations of his Caribbean Arswak ancestors

[+

and contempomry “boat people” or the thousands of Puerto Ricans that
on any given day fy between New York and San Juan The complex layver-
ing of Mesa-Rains' Museum of Fatima offers a glimpse of the rich over-
lay of ancient cultures that Latin American artists have access o, The
works of Diogenes Baflester, Arturo Lindsay, Gesman Pérez, Gloria
Rexdriguez, Tony Viequer, Raguelin Mendieta, Manny Vega and Pablo
Yelesias also reflect this culttural wealth as they avail themselves of thedr
symoretic heritage to enrich and heal their lives,

In recovering the spiritual traditions and practices of their ancient cul-
tuares, artists like Carlos Suefios take on the intermediary role of shaman-
istic priest or healer, Others, Hke Rodolfo Abularach and Norma Bessouet,
connect o a brosder animist traditon that deaws strength from the mys-
tical "wnity of all lving things” [Abulirach]. Ray Abevia relates to the
humor of particular devational practices, such as those associated with
Sulnt Anthony, evidence of what Amalia Mesa-Bains describes as the Latino
penchiant for "personalizing one's spirliuatitg”

The works of Federico Rulz and Manny Vega contain candid narratives
of personal spiriteal quests. Others chronicle moving journeys through
persenal pain and loss, such as those of Rico Espinet, and Antonio
Martorell. Cartos Guriérrez Sodana, Ana Flores, Miriam Herndndez andd Tony
Capellan propose moving beyond personal pain to collective advocacy
#mdl restomtion refated w broadly political, homosexual and feminist con-
cerns. Andrés Serrano’s cryptic image of 4 bolted church door offers a
powerful metaphor for i complex twentieth century dilemna, suggesting
his long. serious pursuit to rethink his spiritual heritige.

Finitlly, it number of arists in the exhibition found spiritual cnergy and
motivation in their own antistic exchange with the collection’s works, 4
santa de vestir led Ana Flores to her feminine spiribeal ancestors, [rom
her own Coban family to a nincéenth century New Englind matron,
Alvaro Garcia transposes the symmetey of 4 carved Trinlty onto a star-
tlingly dadacsque sculpture, while Ernesto Pujol parallels the psvchic
power of Colo’s abstraction in his own. Joanne Gover Yoshida muses on
the elusive kinship between her own and Cindida Alvarer' creative
process, while Edgar Frinceschi suggests the myrind  possibilities an
object carries in different contexts. Tony Bechara's dialogue with a small
Fanta prompts 4 meditation on the magical accretion of kvers of mean-
ing that constitute a work of art. Fanny Sanin's harmomiously symmctric
compeasiions find serong inspiration in the work of Vassily Kandinsky, and
in his words which celebrate the significant gift of all the artists in this
exhibition- “the power o create spiritual atmosphere” theough their
wark.

Su=sana Torruell Leval
T rector
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INTRODUCGCION

Regfirmando la Espivitualidad cs la tercen y dltima parte de la
exposiclon del vigesimoguinto aniversario de E Museo del Barrio. A o
largo de un afe entero de exhibicicn, mis de ochenta artistas de ascen-
dencia latinoamericana fucron invitados a que seleccionamnn un trebajo
Ao la coleccion permanente de Bl Musea del Barrio de manera tal que se
pudien entablar un didloge entre £t v un obrt de su propia creacion,
Los didlogos abarcaron tres temas: Bl Rescale de la Histovia,
Recobraudo la Cultirn Popiilar ¥ Beaffrmando la Espivitualidad

Los temas on torno 4 los cuales los didlogos fuceon consomidos
surgieron de formi natunl de mi observacion, en el papel de musealoga,
de los temas gque han suscitado B1is mis apasionadas inguictisdes cn los
aritstas tinos v Btinogmericanos dumnte la oltima década. Dadas la com-
plejidad, diversidad y subjetividad del tema, Redfirmando [a
Espiiritiaiidad fue de Tis tres ln exposicion cuvos parimetros ueron los
migds dificiles de esmablecer Esta exposicion propone ung explosicidn
abierta del impulso ne@aments humano de buscarle significado a la exis-
tencks material. Mo legamos a ninguna conclusicn, solamente posdemos
ofrecer alpunos puntos de partida,

La exposicion pone en relicve a aquellos aristas . contemporineos
cuyvos trabajos revelan un explomcion persistente de dimensiones espiri-
tuales, un impulso profundamente acraigado gue se relaciom a la preser
vacion de mma identidad culiuml distintiva, Alpo gue muochos artisgas labl-
nsmericanos v ladnos deploran del mundo moderno c3 5o pislamicmo ¢
incomodidad en o gue respecta @ dimensiones de experiencia gue abar-
ueen ko capiritual, ko sagrado, o sobrenamoral v o mdgico, Por b tano, wa
parte importante de su trabajo consisté en recupenr estas tradiciones ¥
estos valores espirituales con el fin de devolverles B importancin v 1
fumiliaridad que merecen en la vida contemporanes. En las palabras de
Amalia Mesa-Bains: “Como artisms nuesirg coamcetido comsiste en redimir
nuesieg pasado culiul] v brindarle un vocabulario visoal a nuesora
capiritualidad,”

A pesar de la complejidad v B variedad de expresion artistica evidenie
en ki exposicion, algunos impulsos que sirvieron de fuentes de creatividid
me impresionaron particularmente, como bien aparecen en ks declara-
ciones escritas por los artistas, Entre ellos, une de los mas poderosos 5 el
sentido del ser frogmentado, del ser que tramita su configuracion entre
culturas e identidades, entre realidades externas v geografias intermas,
entre vidas analiticas v vidas emocionales. Esperanza Cortés captura el
senticdo deesta vida hifurcads al descrildrse o 5 misma coma “una de esas
Personas que se pasan A vida tratando de taducie o gue no se puede
traducir” Cunden ks imdgenes de fragmentacion en esta exposicion.
Algunos artistas I comunican en la forma misma de su trabajo, como en
el diptico de Cindida Alvarez o la instalacion cruciforme de Jaime
Davidovich, un metafisico potro de tormento para ¢l sigho veinte. Rimer
Candillo crea su trabajo Caclbivachero a la manen picaresca de la Agum
del buhonero, haciendo un paralelismo con la aghuinacion de experi
encias gque se “adhieren a su persona” para construir el ser,

Fari un gran nimero de artistas, el ser fragmentado recupera b sabud a
traves def proceso de reclamar ks “historias misticas” (Amalia Mesa-Bains)
e sus culturas, con frecuenca eelacionandolas con sus vidas contem:
porineas. lorge Toro, por cjemplo, correlaciona of antiguo relicario fami-

liar en Hormdgueros con su propic "relicario” en los Claustros del pargue
Fort Tryon. Jorge Crespo propone un partlelo encre las migraciones pem-
prames de su ancestros canberos arwak v lis personas que hoy en dia
toman 4 kbmar en botes inestables v los miles de puertorriquenios gue en
un dia cwelguiera vuekin entre Nueva York v San Juan La compleja super-
posician de niveles en el Museo de Fdatfma de Mesa-Bains sugicre la rica
estratificacion de cultrueas antiguas 2 s que tenen acceso los artistas lag-
neamericanes. Los trabajos de Didgenes Balleseer, Arturo Lindsay, German
Pércz, Tony Viaquez, Manny Vega v Pablo Yglesias reflejun esta rigueza cul-
turtl al wtilizar su herenci sincrética pars enriguecer ¥ ourar sus vidas,

Al recobrar kas radiciones cspirituales y s costumbres de sus culiurs
antigims, artistas. tales como Carlos Sueiios adoptan el papel intermedio
de chandin o corandeeo. Oeos, ales como Rodobofi Abularach v Nornua
Bessouet, trazan laxos con una tradicion animista mas ampla gue deriva
su fuerza de Iz “unidad de toda materia viviente” (Abularach). Ray Abeyta
eovuentr humor en ciertas praciicas devocionales, gles como agquellas
asocizdas con San Antonio, evidencia de lo que Amalia Mesa-Bains
describe como la costumbre latina de “personalizar I espirituatidad indi
vicheal®,

Loy trabajos de Federico Rulz v Manny Vega encierran cindidas narm-
tivas de blisquedas espivituales personiles. Diros, como los de Rico
Espinet ¥ Antonio Martorell relatan la crdnica de conmovedores viajes o
traves de la pérdida v el delor personales, Carfos Gutiérrer Solana, Ana
Flores vy Tony Capellin proponen v més alli del dolor personal a una
defensa ¥ unid restaumcion colectivas relacionadas con  Inguictudes
homosexuales ¥ feministas. La imagen eripticy de Andnls Sermnd gue
reprosents un porton de iglesia cermudo con lave offece una poderosa
metifora pam un dilema complejo del siglo veinte, sugiriendo su bisque-
da, larga v apasiomulamente serin, de repensar su herenciz espirinel

Fimalmente, algunos artistas en la exposicion encontraron  energia
cspirital ¥ mativicidn en sus propios intercambios artistoos con la
codeccion de Bl Museo, Una “santa de vestir” dicigid a Ana Flores hacia sas
ancestros femeninos espirituales, de las mujeres de su propia fomilia
cubana 4 una matrona del siglo diecinseve en Mew England. Alvaro Garcia
traspone i simetria de una trinidad tallaca 3 ung esculiur gsomboosg:
mente dadaista, micntras gue Ermesto Pujol encuentra un paralelo del
poder psiquico de la abstraccion de Colo en su propia obra, Joanone
Gover Yoshida medita acerca de las elusivas refaciones entre su propio
proceso creiative v oaguel de Cindida  Alvarez, mienims que  Edgar
Franceschi sugiere la cantidad de posibilidades gue scarrea i ohjeto en
contextos diferentes. El dialogo que Tony Bechara enibia o ana “santa”
produce la meditacion del acrecentamiento magico de las capas de sig-
nificado gque componen ka obra de arte. Las composiciones armoniosa-
mente simérmicas de Fanny Smin estin fuertemente inspiradas por Iz obra
e Vassily Kandinsky ¥ en sus palabras que celebran ¢l regalo significative
de todos los artistas de esta exposicion:*el poder de crear una atmidsfer
capiritual” a lo largo de so trabajo,

Snsuna Tormuela Leval
IMreciira



N MEMORIAM

Remembering helps overcome the physical finality of death. The works

in this gallery honor the memory of three remadkable artises —faan Boza,
Juan Downey and Ana Mendieta - whose significance transcends the

immediate circle of their lives, artistic communities and  historical
micmentAs these works artest, Boza, Downey and Mendieta produced dis-
tince, dispane bodies of work. Yet these intense, individualistic arrists
shared an indomiable spicit which guided and grounded their work’s
evirlutiam,

Tais spirit led them in passionate, life-bong seruggles for freedom -polit-
joal, astistic, and peersonal, Different forms of political exile had shaped
their fives Yet their work successfully rransmuted personal interests imo
ot llective concerns thitt - considered  complex  contemporary  ethical
issues Juan Boxa, Juan Downey and Ana Mendicts are free now, Their rest-
less, searching spdrits help free us,

Mamy of us will abways remiember Joan Bozs in g blaze of white. His
very porson entitbed the mdiasnce, independent of the white garmenis e
always wore, Juan's charlsmane encrgy helped one fomet his vivid pain
from the Maricl boatlift from Cuba in 1980, as well as his extraordinary
courage inosurviving a dreastically different, often hostile, word, Boea's
accomplished modernist work in Cuba, carly on, gave way to-a rdically
different mode of working. one inspired by African ancestral traditions
which, in his weords, T inherited during childhood from my family theouglh
the oml tradition” This inherited “mystic vocabulary” led Boga to the cre-
ation of monumental aliacs, tinsfommed by layered offerings into sites of
reintegration, purification and healing. Serene, geoerous Juan, @5 priest
and artist, offered himself as a living bridge between his work and the
vicwer, [n Robert Farris Thompson's words: " The amist moves in pesce and
uncerstanding between religions, This altar is Cuba at its finest. where
the spiritud] Mowerings of several world nedigions,, ecome, in fusing, a
schiocl of being For us all”

Juan Dosamery, too, came o think of his amistic mle as akin o that of
the pricst's or healer's, Yet this most cerebral [and post-miodernist before
his time] artist was, from the fArst, a technologicil shaman, Since the six-
tes, Downey's Bscination with the possibilities technology offered led o
exciting video explonitions, concepiual games, and adventurous multi-
media performances, Chartcteristically, Downey pushed each medium to
its limits, engaging at once the senses, the emotions and the intelligence.
In the end, in John Hankardes words, " Downey's arl reburms us o where
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w stiendand the coltural and political space we inhabdr, Creiting new
frurmnes within the acstherie wxi by which we can reconsider the social
arul the cultural” The works' narratives are never linear and enjoy mult-
ple identities to be negotiated between the artist, the work and the view-
er. Downey, however, wlways held himself rigorously accountable for his
artistic means, [Hs intention, his methadology and their consequences,
From the first, he understood that “as we perccive, we project” Abost
Cages 15 a splendid metaphor for the human spirits capacity to transcend
il limits. s interstcting aesthetic, human sind maoral narratives con-
vey Downcey's profound vision of the universe as “an overfapping, inter-
related svarem of encrgy”

Buwial of the Nafigo's blazing form captures the immediacy of Ana
Merdicta’s personal and artistic intensity. For over a decade, she vsed her
own body's silhowette -blasted by gunpowder outlined by candlelight,
delineated by [ragile twigs. petals or shells, carved into eroding banks, in
an obsessive scarch for s souree and origin: her Cuban homeland, and,
Beyond that, the Mother Goddess assoclated with the earth, A return o
Cuba, [in 1281, four years before ber inigic death], signified for Mendiera
a reunification with the spiritual forces inherent in namee, her rightful
heritage through the popular traditions of santeria, to which this work
liudes. Despite the visceral, sensuous physicality of Mendieta's work, its
preatest impact by inois sparinusl power, reilizing ber belief"Art 5 2 mate-
rial part of culture, bt its greatest value s its spiritual role. the greatest
contribution to the intellecnd and mord development of humaniey that
can bhe mide”

My sincere gratitude gocs to the Fanilies and frends of the three artsts
without whase collibortion we could not have recreated these works.
Juan Boga's altar was made available thanks o the generosity of Marc
fuver, Fondo del S, Waishington, [.C; its reconstructbon was facilitated
by Osvaldo Mesa's devoted and expert assistance. To Marilys Downey,
Juan's erernal, wise compafiera, goes my true appreciation for wer help
and support in recreating Abosl Cages, We also gritefully acknowledgpe
Raquel Mendieta, the anist's sister, and Mary Sabbatino of Lelong Gallery
for muking possible the recreation of Burfal of the Ndiipo,

Susami Torruella Leval
IMrector
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i MEMORIAM

il recordar ayudi 3 sobreponerse al dolor de la finalidad fisica de la
muerie. Las obrms que se encuentrin en esta sala rinden honores a I3
memoria de tres artistas extraordinarics —fuan Boza, fuan Dowsey ¥
Ama Mendieta— cuya importancia transciende el cicculo Inmediato de
cus vidas, sus comunidades artistlcas respectivas, su momento histdrco.
oma hien demuestmn estas obrs, Bog, Downey ¥ Mendieta produjeron
un trhajo distintivo ¥ totalmente diferente. 5in embnrgo, CSL0E iNTCNS0S
artistas tan individualistas comparian en ¢l corazon de su creacion un
espiritd imvencible gque gulaba v a la ver cimeniaba su evolucidn

Este espiritu fes puit en las luchas gue brron durante toda sus vidas
en bhusca de la libertad —politica, artistica y personl. DiSGnios s de
exifio politico habian dado forma a soes vidas, 5in embargn, su trabajo les
pernitd trnsformar sus intereses personales en inguictudes colectivas
que manejaban complejos temas Cicos contemporincos. Juan Boza, Juan
Downey v Ana Mendieti estin ahora Hbres. Sus espiritus inguictos nos
ayuckan a liberarnos:

Muchos de nosotros siempre recordaremos 4 Juan Boeg coma un fuegn
hlancn, Su porsona misma emitia un resplindor independicntemente de
gue siempre visticra de blapco. La energia carismatica de Juan nos ayudi-
b g olvidar el dolor tan vivido del desplasmienio del Mariel de Cuba en
1080, gsi como su extraordinario valor al tratar de sobrevivic en un mndo
4 1o ver mdicalmente diferente v hostil, La depunida obr moderndsta que
B realizd en Couba al comignzoe de su carrera dio bugar en anog posfe
riores 4 umd manera de trabajar mdicalmente disting en Bogue encontre
ba inspiracion en las trudiciones ancestrles afficanas gue, N sus propias
palabris “en mi infancla heredé de mi fmilia & trves de la rradicton orl”.
Este “vocabulario mistico™ heredado le permitit a Boza emprender la
creacidn de los altares monumentales, tmstormados por s offendas en
sitlos de reinfegracion, purificacion v curacion. fuan, sereno. ¥ gemeross
COMM CUrd ¥ Como artst, se ofrecio 2 s mismo comea un pecnte umano
entre su trabajo v el espectador. En la palabras de Robert Farris
Thompson:“El artista se mueve en paz y comprension cntre las religiones.
Este altir es Cuba en su mejor sentido... donde Jos florecimicntos de

Juan Downey

Abaidl O, T9OHT dSodary fnarkeis)
Ensaliation wih bve binds

T2 %48 5 36 in

varias religiones mundiales. . se convierten, al usionarse, en und escuela
donde todos podemos aprender @ ser”.

Juan Downey tumbién legd a considerar su papcel antistico como ¢l de
W e o un curanders, Sin embargo, este drtksta tremendamente cerehbeal
v posmodernissa antes del auge actual) fue desde el principio on chaman
tecnolagico. Desde [os afios sesenta, su fscinacion con las posibilidades
gue le brindaba k1 tecnologia, ke conduje @ explosar ol medio del video,
los juegos concepluales v montarm audaces actuaciones combinandao
midios miiltiples. En forma coracteristica, Downey explond cada medio
hasta sus limites, o la ver ocupando odos los sentidos, lis emocides § la
imteligencia, Al final. en ks palibras de John Hanhaedt:“El arte de Downey
nos remonta al lugar donde nos hayamos v al espacio cultural ¥ politico
que habitamos® creando asi *nuevos enmargues denteo del wexoo estetico
a traves de Jos cuales nos es posible reconsiderar o social v 1o cultural®.
Las nareativas de ln obra nunca sen lingades y gozan de identidades mubts-
pleés goe se tenen gue negociar entre o artisty, [a obra y el espectador.
Downey, sin embargo, sfempre fue rgurosamente responsable en cuanto
2 sus medios, sus intencioness, su metodologia ¥ sus consecpendcias, Desde
¢l principio, comprendic que “asi como percibimos, proveciamaos”. Sobre

Jaulas es una espléndids metdfora para la capacidad del espiritu humanao
puira transcender los limites impuestos. Las narmativas, estenict, humana y
moral, que se cruan en 2 obm de Downey comunican su profunda vision
el universe como “un sistema corrdlacionade de energia que se con-
Erapme".

La forma deshumbrante de Entiervo del Nddiigo captura la cercanii de
la intensidad artistica v persomal de Ana Mendicta. Durante mas e una
década, utilizd I3 siluera misma de su cuerpo =someridi 3 ouna descarga de
pilvora, perfilada por ki luz de una vela, delineada por fragiles mmas, péta-
Ios o conchas, @ikdas en riberas erosionadas- en una obsesiva blisgueda
de origenes: Cuba, su patria, v, mis alki, Iz Diosa Madre gque se asocia con
la titrra, Bl regreso a Cuba {en 1981, cuatro afios antes de su tragica
mierte), significd par Mendieta una reunificacion con s fuerzas espice
tuabes inherentes en i naruraleza, con su legiting herencia a traves de las
tradiciones de la santeria, i las que alude csic tmabajpo. A pesar del aspecio
fisico de B obm de Mendicta, a la ver visceral y sensual, el impacio més
notable se debe a su poder espiritual gqua Bace 1S conereta su creenciil;
“El arte ex una parte nkerial de la cultura, pero su valor mis grande o ¢l
papel espiritual... la contribucion mas imponante que puede hacerse al
desarrollo monil c intelectud de ks humanidad”.

Mi agradecimiento mas profundo be dirije a ks familias v a los amigos
de estos tres artists sin cuya colaboracion no hubicrmmos podido montr
esros trabajos. Bl altar de Jusn Do fue pocsio @ nuesorz dsposicion gra-
cias a la generosidad de Mare Zuver, Fondo ded Sol, Washingeon, 1,.C su
EXperta reconstruccion corrid por coenta de Osvaldo Mesa. Le dedico mi
mds profundo aprecio & Marilvs Downey, la eterna vy sabia companicra de
Juan, por motivo de su apoyo al recrear Sobre fanlas. También quisiers
agradecer o Raguelin Mendicta, la hermana de la arista, ¥ a Mary
sabhating, de la Lelong Gallery por haber hecho posible B reconstroccion
de Entierro del Ndfigo.

Susana Tormuekla Lewal
Tirectorg




FASHIONING SPIRITUALITY
By Victor Zamudio-Taylor

“Nothing is absofutely dead:
every meaning will bave its bomecoming fesval™

The curatorial premise of Reafffraning Sprvituality les in diajogue.
When artists respond w another work and engage in @ dialogue. complex
layers of visual utterances and meaning are produced. Through diverse
visual limguistic operations a work is read and transformed in the dialogue.
Repetition, quotation, intertextuality, framing and performitivity are same
of the strategics utilized in the dialogue. The dymamic viseal wextuality s
supplemented and may be even appropriated, (relenacted, parodied as
well as contested by the viewer®

Dilogism presupposes that muoltiplicity takes place in 1 world charac
terized by hetcroglossis®. Heteroglossia makes context define the mean-
Ing regarding the text In it, langusage docs not have 2 set meaning and cern
ter constant interaction of utteranees and contexts shift and change sig-
nification. Diverse and disperse utlerances. in any given temporalities and
spatialities, mean a something specific in that sitation, ar thar sume time
that they refer to & larger frame. Dialogism, while grounded to a site
dependency/specificity, respects no boundaries and resists systematizi-
tion. It even Mirts with eternity, “cven past meanings, thar is, those born in
the dialogue of past centurics, can never be stable (finalized, ended once
and For ally ~they will always change (be renewed) in the process of sub-
sequent future development of the dialogue® 4

m

To realfirm spirituality involves experlence, which in turn, is marked
and framed by notions of identloy and difference. Latno-American cul-
tures are 3 heterogenelty of specificities and histories that share a com-
mion link to colonialbism and Manifest Destiny, Constructs and practices of
difference, resulting from the ‘mestizaje’ (miscegenation) of diverse
Indigenous, African and European cultures®, within and theough colonial
i=m and modernity, are now also shaped by the ‘translaional’ and “teansn:-
tonal' chancter of posteolonial culturess. Experiences of cocupation, sub-
jugation, diaspor and displacement have fashioned an identity of frag-
meniation and marginalization. Frgmentation has not been only a site of
desire for wholeness nor manginatization solely a circumstance of depri-
vation. Historically, from the (rigments and the margins, a culture of dif:
terence as well as strategies of survival and resistance have been forped.

Difference, along with expressing and potentially challenging relations
of power, is grounded in experience. The renacity of Latino-American cul-
tures does noel only lic in the suffering endured. To be sure the expericnee
of history a5 caastrophe does teach lessons abouwt thinking through
blows on the body. What has made life livable and reality understood as
one thit can change has been spirftuality. Spirituality, like tradition, has
been fashioned amd invented. Emancipated from religious and institution-
al concerns, spirituality in contemporary Latino-American aestheric P
tices, involves negotiating, (re)defining and defying tradition. Tradition
necessitles innovation. A 'prescnce of spirit’ in aspects of contempaorary
Larino-American ar, infused with tradition, becomes a {preitexn, o device
ind a marker of difference in the dominating socio-culieral arena.
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In artistic practices, identity is constructed through differential
devices. The ‘translational’ and ‘transnational’ ground of contemporiry
Latino-American art, linds a dynamic expression through
allegory"Allegory, 4 procedure that emancipates the sign and utterance
from the stability of the symbaol, allows identity 1o be represented in flux.
The passages of temporalitics and displacement explode in o configura-
tion whete anything can mean anything else. Subject and object relations
are not fixed in the visulity nor is their reading stable.

e soeis un aulre.

Hrowesto Pujol uses allegory to create clusters of metaphars thar revole
around power relitions of the self and ro others. Pujol's response o Papo
Colo's work uses the form of the diptych, Colo's large scale cruciform
painting. an experimentation with the color Black, serves as sounce and
tprejiext for Pujol's Inguiry intg the whire, While Colo's palnting is lay-
ered with gesture and materiality, Pujol's gray panel incorporates a Fower
fedt-riotif, its texture is soft and veiled. Neo-classical inspired silhowceries
with wings, based on the artist's profile, gaze at other's work. The con-
frontation of identities. forged in the same geo-colunl zone, triggers a cat
alogue of assecitions, many with an arto-biographical resonance.
Decorative and banal bourgeois symbols of distinction: the cultuee fdus
try; the construction of discourses on sexuility and ethnicity; religious
andl spiritual passion; are all werritories of identity from which signs
emerge to fashion representation. As in the work of Frida Kahbo, the most
selFreferential sign is also a sign of atiomal discourses and allegorics,

"With beanty I did wonders that are radiant all the
wirile surrounded by gardens, and embellished

with flants and flowers, ™

Anecdote and allegory are interrchited. Amalla Mesa-Bains works with
anedote to bring “things choser to us in sEce” iliowing “them (o enter
our lives"s. Working with proximity in her installations, g concreteness
in her low key fragmented narrarives, Mess-Bains creates 2 most subjective
sense of spirituality. Mesa-Bains chose 1o engage in 2 dialogue with a hun
ble, small statwe of Fatin, & persona selll in process of beatification, Filima
i made a4 femindne cultural link thar relates Islamic and Catholic mysti
cism with i contemporiry sensualized faith, Throwgh appropriation of the
{disappearing) Mexican tradition of dressing religious icons lor CEQCIMONY
and specticle, Mesa-Bains constructs a minfaiure museum for Fatim,
wherein a “cultural and spiritoal gencalogy” is presented and preserved,
Consistent with Mesa-Bains' aesthetic strategy of juxtaposing as well as
blurring the profane and the sscred, The Musewm of Fatima, exhibits
feminine and domestle allegories as the site and sources for spiric.

"My agony is exguisile, come, show me
By fm bread and wine,
thvis God gives of bimself to me. ™1

A personal relitionship to spiritulity is alse seen in the work of Ray
Abeyta, Bom and raised in New Mexico, where an exalted spicituality lives
on amongst the Hispanos, for Abevti, an icon of 4 saint s more than an
image. Images of Saint Anthony, incorported into everydy life, atmest o
the faith and power of the patron of absence, loss and fulfillment of
iesires. If the sanfo accomplished through negodation, what the believier
wished, 3 display of devotion is showered, An other kind of devotion, in
the form of extortion and discipline, is bestowed upon the samio if the




fulfillment of the wish is taking too long. While the deal is still in progress,
the santo is often turned upside down, made to face the wall, bound in
leather belts, chained and by some accounts, even buried, to expedite the
realization of the desire.

Abevyta, in the tradition of Spanish-American Colonial art, evokes a
hyper-passionate state of spirituality. His painting of Saint Anthony
appears tarnished by time, yet it has an acute presence in the ‘now’. The
remnants and residues of the counter-reformational baroque are trans-
formed, when translated to New Mexico: a new subjective spirituality is
constructed out of the universe of the penitentes and cofradias'?; it is
source for both, cultural and spiritual reaffirmation.

v

Spirituality and abstract art, driven for generations to gaze at the uni-
verse, need not evoke high, even epic registers of experience. Unlike the
pioneers who sought to create a universal language through painting,
Fanny Sanin and Tony Bechara evoke experiential specificities in their dia-
logue. While both artists differ greatly in their work, both seek to render
in sensation a spiritual presence.

“Our relationship to the past is now spatial ”13

Fanny Sanin is engaged in a dialogue with icons of the Three Kings
and the Virgin Mary.Sanin applies the device of synesthesia, the use of
equivalents from one media of artistic expression to another, to suggest a
balance between her ordering ‘hard edge’ geometric shapes and the spon-
taneous expression of folk art. Presence and intuition of the viewer make
the dialogue function.

The dialogue, founded in formal correspondences, echoes the alto-
gether known early modernist impulse towards othering and mystifying
popular folklore as ‘primitivist’14. Back then, the artist was interlocutor of
the ‘purer essence’ and ‘nature; located in folklore. Like continuing a con-
versation interrupted a while back, the dialogue redeems the ‘popular’ if
it is properly balanced. Sanin’s proposal functions if a pretense to univer-
sality and othering is abandoned. The lower the key that delivers the
epiphany, the more polysemic the encounter with the visual interlocu-
tion.

“What is that which is a small mirror in a bouse made of fir
brancbes? Our eye.”1s

Tony Bechara is also engaged in abstraction that brings spirituality
down to earth.A monumental hinged triptych envelops a small santo.The
santo is anonymous, little is known that would add distinction to the
‘unassuming’ figure. The painting, a pattern of tiny squares, is as understat-
ed as the figure it responds to.While recalling Hispano-Moorish geometric
motifs, the dialogue, in situ, evokes post-industrial associations regarding
visuality and spirituality. The dialogue calls attention to spirituality in the
age of the virtual. Bechara’s work invites reflection on the relations tech-
nology ‘can bring forth’ concerning being, knowledge and the object
world, which in turn can (re)define spirituality at the fin de siécle.16

Criss-crossing realities, freeing the imagination.

Norma Bessouet, attracted to the “transparency” of a “dreamscape” of
Carlos Raquel Rivera, enacts a dialogue around the imagination and spiri-
tuality. Transparency, and glow resulting from layering thin glazes, creates
an strange quality in her painting. The materiality of painting makes the
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imagination run wild, subject-object relations appear like enigmas to be
unraveled and hieroglyphs to be deciphered. An irreality, forged in the
imagination, seems to correspond in an uncanny manner to lived experi-
ence. One way to reveal the secrets of identity is through the procedure
made manifesto by surrealism: the familiar paradigm. Women, who appear
doll and mannequin-like, are a favorite theme in Bessouet’s painting. The
emblematic figures of the uncanny in surrealism were also female figures,
simulated bodies and machines!”. In Bessouet’s worlds, the (male) surre-
alist procedure is transformed. Another gaze constructs them, one that is
more ambiguous. Spirituality permeates the remains of the day
(Tagesreste), they are (re)worked in dreams which Bessouet makes real
though not evident.

\'

In the thirties, the artist was discussed as a producer of representations
and ideologies, in which his/her relation to a mode of production deter-
mined the form and content of art, as well as its function in social life. In
the nineties, it is the artist as ethnographer who receives wider attention.
This shift of roles may be accounted for by the postmodern emphasis on
cross and multi-disciplinary approaches to culture. While anthropologists
have been studying and writing culture as a text,'sartists are engaged in
endeavors with sources and materials from fieldwork.!® Both practices are
interested in the blurring and collapsing zones of knowledge. Mapping
alterities, identities and difference into diverse cartographies interest both
practices involved in “ethnographic self-fashioning.”20

The soul needs to know bow to walk.

Andrés Serrano’s, The Church St. Clotilde, is emblematic of contem-
porary ethnographical ‘flineries’. In Paris, Charles Baudelaire was “Sniffing
at every risk-filled corner for a rhyme over words like cobblestones.2!
Andrés Serrano runs into a streetlevel image that sums up the church.
Framed manneristically, this photograph, like his work in general, makes
reference to formal languages and transgresses set readings of symbolic
content. The image of two old wooden closed church doors, chained and
locked with galvanized steel links, is an unexpected sight. The image is
like a souvenir postcard retrieved from the textuality of wandering
through the city. Through the use of a minimal elements, a feeling of
baroque admiratio, a device to induce astonishment, is set in motion.The
surprise, in the form of a quotation, is that spirituality as well as history, if
not moving, gather dust.

“Lift your bead every balf-bour and smell the wind
in order to sense the tiger.”22

If Andrés Serrano works like a fldneur, Rimer Cardillo labors as an
archeologist. A critique of the nature/culture split in western epistemolo-
gy has informed his culture collage installations.?3 Juxtaposing elements
found in field work, Cardillo operates with a notion of archeology that
(re)inscribes experiences that have already been lived,? including his
own, in Cachivachero.The junkman (chiffonier), through (re)collecting
fragments and discards of a society of excess, also piles up signs resonat-
ing with histories.The installation, by way of creating another spatializa-
tion, becomes a site of memory mapped out by a psycho-geography.
Pieces of the self and fragments form history pile up in Cardillo’s dialogue
with a fractured statue of Saint Lazarus. Signs of wounded bodies mark the
installation. On a zinc plate, rescued from urban refuse, Cardillo has
hacked a figure with an ax, all the while recalling incarcerated and disap-
peared friends under the military dictatorship in his native Uruguay.




Attached to the metal plate is tree trunk from the Amazon rain forest. The
materials and process, involved in the execution of the work, including its
transformation through weathering, revolve around an apostrophe. The
absent are called upon; nature and the inanimate is ‘ensouled’. Spirituality,
like some remembrances of times lost, drifts only to be (re)collected and
(re)lived pristinely clear and unexpectedly.

VI
“Mira que te bas de morir, mira que no sabes cuando.”

The (neo) baroque impulse in Latino-American art concerning desen-
gario, the flash-like recognition of the finitude of temporality, is culturally
specific. Triggered by the social and historical imagery of death, contem-
porary desengario is grounded in both the personal and collective inven-
tory of signs and metaphors that are focused on the body as well as cul-
tural corpus.These signs and metaphors are set into motion to produce a
somatic discourse on the mission, destiny and social responsibility of the
subject; on the challenges (im)posed by history; on the significance of life;
on the very notion of truth and ethics.

Antonio Martorell’s work is charged with desengario and the medita-
tion on death as potentially life-giving. Martorell’s work, Objeto del
ausente, is a series of works on paper that depict objects loaded with
memories of dead friends. A pair of boots, a shirt, a mask, all represent
absence and mourn, in a militant fashion, AIDS related deaths.?5 The
series, responding to a work by Rafael Montafiez Ortiz on the Jewish
Holocaust, is also a dialogue about indifference and complicity: Silence
does equal death. The shoes of Treblinka along with the drawings of
things worn by those close to him, multiply endless images of “anonymi-
ty, martyrdom and agony.”The memento mori is made secular. The images
do not function as synecdoche, there is no whole that these parts belong
to. Wholeness and sense of continuity have never characterized Latino-
American culture.The fragment is then all. Histories have been smashed
more than one time, can they be more than a melancholic and desolate
place of skulls? The dialogue of Martorell and Montafiez Ortiz does not
restore meaning to the objects, instead, it supplements and widens the sig-
nificance.The objects are not fetishes, they have no magic in themselves.
The dialogue though, does frame them with a vertigo and ecstatic-like
spirituality. Pain becomes socialized and politicized in the public domain.
The dead, the missing, like the popular Spanish adage, are resplendent in
their absence.
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FORJANDO LA ESPIRITUALIDAD

por Victor Zamudio-Taylor

“Neadda estd del todo muerto:
cada significado tendvd su festival de bienvewida®™ !

La premisa de la exposicion Reaffrmando la espivitualidad
radica en ¢ didglogo, Coandao un artista responde a una obr de ofro ariista
v de esta manen entabla un didlogo, se producen complejos niveles de
enunciscion ¥ sgnificads, Una obea de ame se lee mediante diversas
operaciones lingiisticas visuales ¥ se trnsforma a traves del didlogo.
Alpunas de Ia estratcgias que se utilizan ¢n ¢l dilloge son B repeticion, la
citacidn, b nterrexiualidad, ol enmargque v I acoacidn. Bl observiador
puede suplementar ¥ dinamizar la exrualidad visual ¢ inclusive i pucde
gpropiar, (re)orear, parodiar asi como retar.?

El dialoguismo presupone que s multplicidad se lleva a cabo en
un mundoe ciracierizado por la heteroglosa.? En cuanio al wexon, [
heteroglosa hace que el contexto defina el sipnificado; en B heteroglosa,
gl lenguaje no tene significado fijo ¥ centro. Es la constante interacciin
i las distintas enunciaciones con diferentes contextos lo que desplaza v
cambia la significacion, Expresiones diversas v dispersas, en cualgulber
contexto temporil o espacial dado, significan algo especifico en esa
situmcion, al mismo emps en gque se reficren i un mirco de referencia
s armpdic, Bl disdoguismes, si bicn esti ubicado en un lugar especifico, no
respetd ninguna frontera v resiste i sistematizacion. Inclusive coqueted
co |3 erernidad, “hasta los significados anteriores, es decin, agquellos gue
nacieron del didloge deosiglos anteriores, nunca podein ser estables
ffinalizados, acabados de una vz por todas) =siempre cambiarin (serin
renovados) en el procese del futuro desarmollo subsecuente del diflago” 4

Reafirmar b cspiritualidad comprende [ experiencia, que a su vez se
arca v se enmuiecs paor nociones de identidad v diferencin. Las culturas
latinoamericanas forman una heterogeneidad de especificidades ¢ histo-
rias gue tienen en comin un vineuk con ¢l colonialismo y el Destino
Manifiesto. Las estructuras v kis prictices de la diferencia que resultaron
del mestizaje de las diversas cullurs indigenas, africanas v curopeas® den
vy @ traves del colonialismo y fa modemidad, shorm estin siendo con:
fguradas por el caricter “transnacional” y “traductivo”de las culturas pos-
coloniales  Las experlencias de ocupacin, subyugacidn, diispors v dis-
lecacion han creado uma identidad de fragmentacion v marginalizacion, La
mgmentaciin no ha sido solamente el sitlo donde se encuentra el deseo
‘-"'{i totalidad, ni Ia marginalizacion una circunstancia solo de B privacidn.
Historicamenie es a partir de los fragmentos v los mangenes quc und cul-
turid de la diferencia asi como estrategias de supervivencla v resistencia
han podido ser forjadas.

A partir de la experiencia, la diferencha expresa v potencialmente
desafia las relaciones de poder. La tenacidad de as culturas latinoameri-
HAnAs no silo se encuentra en el sufrimiento que han padecido. La expe-
flencii de la historia como catistrofe ciertamente enscia como pensar 3
Pt de los golpes al cuerpo. Lo gue ha hecho que Ta vida se pueda vivir
¥ oue la realidad s¢ pueda entender como una realidad que pueda trans-
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formarse, La espiritualidad, asi como la tradicion, ha sido adaptada e inven-
tada. Liberada de preceptos religiosos e institucionales, la espiritualidad
enda prictica estética latinoamericans contemporined consiste en trami-
vir, {reddefinir v desafiar la tredicion, La cradicion necesita innovacion.
Dentre de algunos aspectos del arte ladnoamericano contemporinea, hay
und “presencia del esparine® que se ha vertido en la rradicion, sc ha con-
Vertido en un (preMexio, un dispositive v o sebal de diferencia en el
terreno socioculiuml domingnre.

m

Dencro de ks practicas artisticas, l idenddad se construye a fravés de
recursos diferenciales. Las hases “transnacionales” ¥ “teaducuvas” del arte
[ating . contemporines encuenien und expresion  cxtremudamente
dindgmiica a través de fa alegorian” La alegon, como procedimiento gue
liberta ¢l signo v la expresion de b estabilidad del simbolo, permite que
Ia identidad sea representada en un movimiento fluctuante. Los pasajes de
temporalidades v dislocacion explotan en una configuracion en la gque
cualuier cosa puede significar otra. Las relaciones entee el sujeto y el
objeto pucden no estin fijadas en b visualidad ni es su fecoura estalile

Je suis e autre,

Ernessto Pujol opem por meedio de Lo abegona para crear conjuntos de
meEforas gque funcionan en orme s las relaciones de poder entre el vooy
el o, La respudsia de Pujol al trabajo de Papo Colo utilie n forma del
diptico, Ba pinture cruciforme de grn escala Jde Colo, un experimento
com el color negro, sicve de fuente v (preditexto para ol cucstionamiento
ded color blanco por parte de Pujol. Micntras que la pintura de Colo csti
formada de capas de matersalicdad a través del gesto, ol paned gris de Pujol
incorpora la flor como MOotivo, su e cs susve ¥ velada, Siluetas con
alas Inspiradas en el neoclisico v basadas en el perfil del artista, mican al
trabajo del oo, La confrontacion. de identidades, forjadas cn l2omising
zona geoculinmml, desata todo un cavilogo de asociaciones. muchas de cllas
quis conticnen una resonancia autoblografica, Simbolos burgueses de dis-
tincion, decorativos v banales; [a industria culoeral; i construcclon de los
discursos acerci de la sexualidad v 1a etnlcldad; y la pasion relighosa v
capiritual =on todos territorios de l identidad de los cuales surpen signos
para ser transformados en a representacion. Asi como en el trabajo de
Fricka Kahlo, el signo mas autoreferencinl también es signo de los discur-
g8 ¥ s alegorias nacionales.

“Con la bellexa be becho maravillas gue radian en todo
mherieitln rodeadas de favdines, cmbellecidos
con plantas y flores™.n

La anécdors v la alegoria esein relacionadas, Amalia Mesa-Bains tribaja
con la anécdota para traer “las cosas nmds corca @ nosobros en ol espacio”,
permitiendo de esta manera gue “entren en nuesiras Vidas®® Utilizando ka
proximidad en sus instalaciones v o concreto en sus discretiss narmtivas
fragmentadas, Mesa-Bains decidio entablar un didloge con una humibde
extatuilla de Fatima, una Agora todayvia en proceso de beatficacion, Fatma
s convierte en un vinculo cultural fementno gue relaciona el misdcismo
catdlice e iskimico con una fe sensualizady contemporinea. A través de ki
apropiacion J¢ L costumbre mexicana fen vias de desaparecery de vestic
s conos religiosos par ceremoniss ¥ oespecticulos, Mesa-Bains cons-
EPUVE Wi muses en minimiun para Fitimas denteo del coal uns "gpenealogia
espiritual ¥ cultural” se presenta ¥ s preseryil, Consistente con b estrate-
giz estética de Mesa-Bains de vuxmponer v bormr la diferencia entre bo
profano v o sagrado, Bl Museo de Fitima”, exhibe alegomas femeninag v
domésticas como fuentes del cspirit, 10




“Vamos que mi agonia quiere ver como es el Dios,
que me ban de dar en comida”. 1!

Una relacion personalizada con la espiritualidad también informa el tra-
bajo de Ray Abeyta. Abeyta naci6 y se cri6 en Nuevo México, donde per-
siste entre los hispanos un exaltado sentido de la espiritualidad; para
Abeyta el icono de un santo es més que una imagen. Las imagenes de San
Antonio, incorporadas a la vida diaria, dan razén de la fe y el poder del
patrén de la ausencia, la pérdida y la plenitud de los deseos. Si el “santo”
logra tramitar lo que el creyente desea, éste hace una gran muestra de
devocion. Otro tipo de devocién, en forma de extorsion y disciplina se le
otorga al “santo” si el cumplimiento de su deseo se tarda demasiado.
Mientras la negociacion esti ain en marcha, el “santo” a menudo se pone
de cabeza, se voltea hacia la pared, se le cifie con un cinto de cuero, se le
encadena y en algunos casos hasta se entierra, todo con el fin de agilizar
el cumplimiento del deseo.Abeyta, siguiendo la tradicion del arte colonial
hispanoamericano, evoca un estado hiper apasionado de espiritualidad. Su
pintura de San Antonio parece deslustrada por el tiempo, sin embargo
tiene una presencia palpable en el “ahora”. Los restos y residuos del ba-
rroco contrarcformista se transforman cuando se traduden al contexto de
Nuevo México: una nueva espiritualidad subjetiva se construye del uni-
verso de los “penitentes”y las “cofradias”, 2 es la fuente de una afirmacién
tanto cultural como espiritual.

v

La espiritualidad y el arte abstracto, impulsados a mirar al universo, no
necesitan evocar altos ni épicos registros de experiencia. En contraste con
los pioneros que buscaban crear un lenguaje universal a través de la pin-
tura, Fanny Sanin y Tony Bechara evocan aspectos especificos de su expe-
riencia en sus didlogos. Si bien el trabajo de ambos artistas es muy dife-
rente, ambos buscan representar a través de sensaciones una presencia
espiritual.

“Nuestra relacion con el pasado es abora espacial’.13

Fanny Sanin entabla un didlogo con los iconos de los Tres Reyes Magos
y la Virgen Maria. Sanin aplica el recurso de sinestesia, el uso de equiva-
lentes de un medio de expresion artistica a otro, para sugerir un equili-
brio entre la ordenacién de sus figuras geométricas “duras” y la expresion
espontinea del arte folclorico. La presencia v la intuicién del espectador
hacen que el didlogo funcione. El dialogo, fundado en correspondencias
formales, hace eco del conocido impulso del modernismo temprano de
mistificar el folklore popular y hacerlo “otro” al conceptualizarlo como
“primitivista”.!4 En ese entonces el artista era el interlocutor de la “esen-
cia pura”y la “naturaleza” que se hallaba, dentro del folclér. Como si se
tratara de seguir el hilo de una conversacién interrumpida, el didlogo re-
dime lo “popular” en tanto que logra un equilibrio adecuado. La propuesta
de Sanin funciona si se abandona la pretensién a la universalidad vy a crear
al“otro”. Cuanto mas bajo el registro de la clave que rinde la epifania, mas
polisémico el encuentro con la interlocucién visual.

¢Qué cosa y cosa espejo que estd becha en casa becha de
ramos de pino? Es el ojo...”.15

Tony Bechara también participa en una abstraccién que tiene los piés
firmes en la tierra. Un triptico monumental envuelve a un pequeo santo.
El santo es an6nimo, poco se sabe que pudiera darle mas distincion a figu-
ra tan “modesta”. La pintura, un patrén de pequefios cuadrados, es tan sutil
como la figura a la que responde. Si bien recuerda los motivos geométri-
cos hispanomoros, el didlogo, in situ, evoca asociaciones posindustriales
en cuanto a la visualidad y la espiritualidad. El didlogo dirige la atencién a
la espiritualidad en la era de la realidad virtual. La obra de Bechara invita
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a la reflexién acerca de las relaciones que la tecnologia puede “crear”
sobre el ser, el conocimiento y el mundo objetivo, que a su vez puede
(re)definir la espiritualidad de fines de siglo.16

Cruzando las realidades, liberando la imaginacion.

Norma Bessouet, atraida por la “transparencia” de un “paisaje onirico”
de Carlos Raquel Rivera, entabla un didlogo en torno a la imaginacion y la
espiritualidad. La transparencia, asi como el brillo de las multiples capas
de barnices, crea una sensacién extrafia en su pintura. La materialidad de
la pintura hace que la imaginacion se de vuelo, que las relaciones entre
objeto y sujeto parezcan enigmas que se tienen que resolver o jeroglificos
que sc tienen que descifrar. Una irrealidad, forjada en la imaginacion,
parece corresponder de manera siniestra a experiencias vividas. Una ma-
nera de revelar los secretos de la identidad es a través del procedimiento
hecho manifiesto en el surrealismo: el paradigma de lo familiar y lo sinie-
stro. Un tema predilecto de Bessouet es la figura de la mujer que parece
muileca 0 maniqui. Las figuras emblemiticas de lo siniestro en el surrea-
lismo también eran figuras femeninas, cuerpos simulados y maquinas.i’ En
los mundos de Bessouet el procedimiento (masculino) surrealista se trans-
forma; otra mirada los construye, una mirada que es mas ambigua. La espi-
ritualidad impregna los restos del dia (Tagesreste), éstos son (re)hechos
en suefios que Bessouet hace reales aunque no evidentes,

v

En los afios mil novecientos treinta al artista se le consideraba un pro-
ductor de ideologias dentro de las cuales su relacion con un modo de pro-
duccién determinaba Ia forma y el contenido del arte, asi como su funcién
en la vida social. En los afios mil novecientos noventa el artista recibe mas
atencion como etnografo. Este giro puede deberse al afin posmodernista
de dar relevancia a aproximaciones inter y multidisciplinarios de la cul-
tura. Mientras que los antropdlogos han estado estudiando la cultura y
escribiendo sobre ella como si fuera un textos, hay artistas que estian
comprometidos a continuar sus investigaciones artisticas utilizando
fuentes y materiales del trabajo de campo.19 A ambas practicas les intere-
sa borrar y el redefinir zonas de conocimiento. El crear un mapa de alteri-
dades, identidades y diferencias en diversas cartografias es de interés
tanto del arte y de la antropologia, ambas estin involucradas en
“autodefiniciones etnograficas” .20

El alma tiene que saber caminar.

La iglesia de Sta. Clotilde de Andrés Serrano es emblematica de las
“flaneries” etnogrificas contemporaneas. En Paris, Charles Baudelaire esta-
ba “olfateando en cada rincén lleno de riesgo, buscando un verso,
tropezandose sobre las palabras como si fueran adoquines”.2! Andrés
Serrano se tropieza con una imagen a nivel de calle que resume la iglesia.
Encuadrada dentro del manerismo, esta fotografia, como su obra en general,
havce referencias a lenguajes formales y el transgrede lecturas fijas de
contenido simbolico. La imagen de dos viejos portones de iglesia cerra-
dos, encadenados y puestos bajo llave con eslabones de acero galvaniza-
do, es una correspondencia insospechada. La imagen es como una tarjeta
postal rescatada de la textualidad del errar por la ciudad. A través del uso
minimo de elementos, una sensacién del admiratio barroco, un recurso
que invita al asombro se hace funcionar. La sorpresa, en forma de una cita,
€s que la espiritualidad, asi como la historia, si no se mueve, acumula
polvo.




“Cada media bora bay que levantar bien alto la cabeza
y oler el viento para sentir el olor del tigre”.22

si Andrés Serrano trabaja como un fldneur, Rimer Cardillo labora como
arquedlogo. Una critica de Ia §scisién entre lg naturaleza y la cultura en la
epistemologia occidental ha informado sus instalaciones de collage cul-
fural.23 Yuxtaponiendo elementos encontrados durante el trabajo de
campo, en Cachivachero Cardillo opera con la idea de que la arque-
ologia (re)inscribe las experiencias que ya ha13 sido vividas,24 ir}cluyendo
la propia. El cachivachero (o chiffonier), a través de la recoleccion de frag-
mentos y desechos de una sociedad de exceso, también apila signos que
poseen resonancia como historias. La instalacion, mediante la creacion de
otra espacializaci()n, se convierte en el sitio de la memoria puesto en un
mapa por la psicogeografia. Pedazos del yo y fragmentos de la historia se
acumulan en el didlogo que Cardillo entabla con la estatua fragmentada
de San Lazaro. Signos de cuerpos heridos marcan la instalacién. Sobre una
placa de cinc rescatada de los desechos urbanos, Cardillo cred una figura
a base de hachazos mientras recordaba a sus amigos encarcelados y des-
aparecidos bajo la dictadura militar del Uruguay, su pais natal. El tronco de
un arbol de la Amazonia esta adherido a la placa de cinc. Los materiales y
el proceso que uso en la elaboracién de esta obra, incluyendo su trans-
formacion bajo los efectos del clima, giran en torno a un apéstrofe. Se les
llama a los que estin ausentes; la naturaleza y el mundo inanimado
adquieren “alma”. La espiritualidad, como algunas memorias de tiempos
perdidos, es arrastrada por la corriente para luego ser (re)cogida y (re)vivi-
da de manera pristinamente clara ¢ insospechadamente.

VI
Mira que te bas de morir, mira que no sabes cuando.

El impulso (neo)barroco en el arte latino en torno al “desengafio”, ese
reconocimiento efimero de la finalidad de la temporalidad, es cultural-
mente especifico. Disparado por las imagenes historicas de la muerte, €l
“desengaiio” contemporaneo toca fondo tanto en el inventario personal
como colectivo de signos y metiforas que se enfocan en el cuerpo asi
como en ¢l cuerpo cultural. Estas signos y metaforas se ponen en marcha
para producir el discurso somatico acerca de la misién, el destino y la
responsabilidad social del sujeto; acerca de los desafios (im)puestos por
Ia historia; acerca del significado de la vida; acerca de la idea misma de la
verdad y la ética.

La obra de Antonio Martorell estd cargada de “desengafo”y de la me-
ditacion sobre Ja muerte, como algo potencialmente generador de vida. El
trabajo de Martorell, Objeto del ausente, es una serie de trabajos sobre
papel que tienen como tema el objeto y el recuerdo. Un par de botas, una
Camisa, una mascara, todos representan la ausencia y lamentan, de forma
militante, las muertes relacionadas con el SIDA.2 La serie, que responde
a un trabajo de Rafael Montafiez Ortiz acerca del holocausto judio, es tam-
bi€n un didlogo que aborda los temas de la indiferencia y la complicidad:
el silencio en efecto es igual a la muerte. Los zapatos de Treblinka asi
como los dibujos de las cosas usadas por personas cercanas a €I, multi-
plican un sinfin de imagenes de “anonimato, martirio y agonia”. El
memento mori se hace secular. Las imagenes no funcionan como sinéc-
doques, no hay una totalidad a la cual pertenezcan. La unidad y el senti-
do de la continuidad nunca han caracterizado la cultura latina. El frag-
fmento por lo tanto es todo. Hay historias que han sido destruidas mas de
una vez, ;puede ser que sean mis que un melancélico y desolado lugar de
craneos? El didlogo que Martorell entabla con Montafiez Ortiz no restau-
ra significado a los objetos, pero si suplementa y amplia el significado. Los
objetos no son fetiches, no poseen magia en si mismos. El didlogo, sin
emk’)ﬁlrgo, si logra encuadrarlos con vértigo y con una espiritualidad casi
Cxtatica. Ahora, el dolor se socializa y se politiza y se hace del dominio
publico. Los muertos, los desaparecidos, como dice el dicho popular, bri-
llan por su ausencia.
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RAY ABEYTA responds to SAINT ANTHONY

Kot Arrtonds de Padiag (119512317 is the patron ssint of the home, of
lost objects and animals, of fertility and of desirable spouses,

When [ first arrived in New York City, the local papers were reporting
on i state of occurmences in the borough of Queens, where St Anthony s
image was found in the indelicate position of being buried upside down,
The pretext for this Cathalic radition -which amounts oo exmortion- is 4
desive for 5t Anthony w enable certain ransactions for the benefit of the
hoane. Upon the completion of the desired negotiadon, the image of the
satinl would be unearthed from dts ignoblc burial and plwced instead inoa
miore reverential location, with all due honors of gratefulness.

This relationship between the Images of the Sandos and their devobees
has invaded my work for some years. These objects of revercnce have
alwirys heen more than mere reproductions. They embody the spirit and
imalividual attributes of those they seek o represent, and as such, contain
a power beyond their material forms.

IF ever there werd a unifying consciousness gmong the cultures of the
wiorld, it woukd B this tendency oo insall powers of intercession in divine
images. As we can see from the carlicst cave paintings of Altamira, Spain,
to the hmblest home deities of the Native Americans, to the works of the
Musfiza Sanferos and into our present day, these simple and lovingly
made images of the ambaissiadors between heaven and earth continue o
influence our lives in a world where, at times, we can use all the hetp
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Sam Anfborric de Padua (11951231 5 el santo patron del hogar, de los
objetos perdidos ¥ animdes, de b fertilidad v de bas futuras esposas

Canindo vo Hegue por primera vez a la ciudad de Mueva Yook los po-
rigdicos locales reportaban sobe un oreente de ocuerencias en el
codidado de Queens, en donde la imagen de San Antonio estaba slendo
enterrada boca abajo. Bl pretexio que servia de escudo a esta teadician
catilics =que hisn parsce und extorsian- s¢ encuentra en el deseo de
obtener o favor del santo, quien es protector del hogar, en ums
transacoiones comerciales. Al completarse el pegocio, It imagen de San
Antonio s excavada de este entierro innobie ¥ colocada en un sitio mias
reverenciil en donde le son rendidos todos los honores gue la gratitud le
hacen mendoer

La refacion existente entre las imigenes de los santos v sus devotos ha
alimentada mi trabajo por muclos atos. Estos objetos de devocian han
sido siempre algo mds que meras reprodecciones; ellos encarman el
espiritu y los atributos individuales de squellos que buscan representar, v
coma @l contenen un proder gue estd més alla de las formes,

5i ha habido alguna ver una conciencis unificadon entre s culiuras
de este mundo, é51a ha wenido que ser 1a tendencia a infundir poderes de
inferoesion a las imigenes divinas. Podemos comprobar tanto en las
pinturas rupestres de las cuevas de Altamira, Espafia, como en las
humildes deidades de los nativos americanos v en s trabajos de los
santeros mestibos, hasta nuesteos dias, que estas imagenes simples hechas
con amd de los embajadores de los clelos anie la terrm, contintan
influenciando nuestras vidas en un mumde donde muy a menudo
podemos usar teda B ayuds gque nos sea posible conseguir,

RA.




RODOLFO ABULARACH responds to the VIRGIN OF MONSERRAT

Escogi b pequena vingen de lo coleccion de santos de Bl Museo del
Buarrio debide g gue senti afinidad con su Rems v porgue desde hace
algunis anos he venido realizando varias obms con el tema de la madre
matLiraleea.

Avnguee la escultur seleocionada de b coleccion de Bl Museo es de
Foyrmatoy pegqueis, [ misma thene una forma monwmental v poco detalle
Es un ardquetipo de B vivgen irdiciomil. En mi obra Aparicidn, la forma
tumbicn tiene un sentido monemeneal y careoe de detalles. La imagen de
mi cuadro es ambigua, pero sugicre uni Madama dorada emergicndo de
Lis entrang= e la term, penetrande en suascension el espaclo infinitg v
dibujando raices de fuego a su alrededor,

Esta paera ma s uma imeagsen purificadora v creadora de vida, simbolo de
Ia energen de o naturalezs cnosu formen activa

En fuestro sight b destroccion sistematics el naturabesa es un cjem-
pior claro de la ignorancia humanag, o cual no comprende 13 uidad de
rocko 1o existente

R.A

Roadodio Abularach
Aperriorin, 1902 Ao
Acryhic on canvas

90 x T2 im.

I chose the small figure of the Yirgin from the sanfos collection of B
Muses del Barrio, because 1 felt & cenain Bmiliarity with its shape and
als becanse for o few years now, T hive been using mother nature as a
theme for some of my paintings.

Despite the Agure's modest dimensions, its shape is monumental, vet
containg litthe detadl It is the archetype for the traditional Virgin: In my
pinting Afsprarition the shape of the Viegin also acguires a sense of the
monamental and beks all detail. The image in my painting 5 ambguos
bt suggests @ golden Madonna emerging from the center of the earth,
penctrting infinite space in her ascent, and drawing roots of fire in her
surroundings,

For me, it is a purifying image that creates life; a symbol of nataral ener-
BV AN itS suctbve form.

Artist Unktiown, [Ciales, Pocrio Reoo)
Virgen o e Monsernaic. o 194

_In our own time, the systematic destruction of nature is 2 clear [Thar Lagy of Morserrat]
nstance of human ignorance, which cannot understand the unity of all Carved amd painiod wosnd
II"-'mH ﬂ1il‘m.‘i_ Hipx damaxsdwe

KA.
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CANDIDA ALVAREZ responds to the ARCHANGEL RAPHAEL

When I first saw the Arcdngel Rafaef, 1 thought instantly about the
only angel painting [ have ever made and how it had never been shown,
It is entitled ' Could Hear Her Passing Through/Este Santo Me
Velaba . | had not seen it in several vears, since it has been in storage. 1
Rrew up in the Catholic Church and have always known about angels
They framed the sacristy of the church in gleaming white plaster and they
were illuminated through dirty stained glass windows

In my painting, | wanted to imagine what my guardian angel looked
like. I started with the fruithowl, This is where the painting began. [ was
thinking about my geandmaother's froithow] that T loved to touch, I was 2
plaster cast of a bowl and had several fruits, not 1o dissimilir to the one
I hawe depicted. This is real time. It can be touched and felr. Surrounding
the frulthow! are my grandparcnts, as 1 remember them before they died.
In the background, | am passing by, as 1 live my life. T run from onc pamel
to the next. From the world of the known to the one imagined, healing
and acceming the divided self,

The painting roduced my carlicss concems regarding the splic
image amd how that paraliels life, through notlons of duality. T have heen
concerned with the syathesis of the outer (public) and inner (private)
self. In this painting, | juxtaposed memory to imagination. It also deals
with issues of the physical body and fs transference into spiriteal realm.
Spdritwality replaces religion.

I thank the Archangel Raphael for bringing me back In touch with
my angel.

A

Chndlida Alvarez

! Could Hear Hor Fasging Tloviegly' Exfe ganto ane oclata, 19806
PPl il Preasvrintn This Serivit Wees Wentchvivig Me)

Bipyeh, servlic on carvas with modeling pase 58 x 76 i,

IR

Artist Unkisrwn
Arcainigel Srfvel, on, VMY (A redrnged Sajidvan)

Carved and polvelromed wood with tin
Trzx 1A 3 e

Al ver por vez primera al Arcingel Rafacl, de inmediato me vino a
meme la anica pintura de un dngel gue he pintade v se me ocurria que
nunca ke he exhibido. S intitl; § Could Hear Her Passing
Through/Este Sanfo Me Velaba Por cstar almacenada, mo 1 habia visto
en varlos afos. Me crié denteo de b iglesia catdlica y siempre he sabido
acerca de fos angeles, Hechos de brillante veso banco, los ingeles enmr-
caban la sacristia de la iglesta fluminados por la lee ue entraba a travis
de: bos sucios vitrales,

Fira mi pintura, traté de imaginarme @ mi ingel guardiEan, Comencé con
un platdn de frucas; ése fue el origen del cupdo, Estaba pensando en un
phiton de frutas que tenia mi abuela ¥y gque me encantiba tocar Bra un
molkde de yeso de un platdn v varias frotas gue no distaban muckoe de las
que he representado. Mi pintura existe en ticmpo veridico, real. Puede
tocarse y palparse. Alrededor del reciplente de Trots estin mis aboelos tal
¥ como kos recuesde antes de su muerie. Al fondo, yo misma estoy pasan-
dio, asi como vivo mi vida, Coreo de un panel a otro. Del lado de o cono-
cido al lado de lo imaginado, cumndo v aceptando ef ser dividido.

Esta pintur presentd inicialmente mis preocupaciones més LIy
Acerca de la imagen dividids v su paralelo en la vida cotidiang g maves de
idens de duoalidad, Fe estado preccupada con I sintesis del ser extermo
(pablico) con el interno (privado). En esea pintura contrapongo b memao-
rii con la imaginacion. Tambicn trata de las cucstiones del cuerpo fisico v
su transterendcia al reino espiritual. L espiritualicad reemplizg i la
religrion.

Agraderco al Arcingel Rafael haberme deveelto 1 mi propio il

A




DIOGENES BALLESTER responds to the SANTOS COLLECTION

TiOgenes Ballesier
Thw Wibide Tirbde, 199% i mese blarcai
Encaiistic oa lnen, 80 x 144 in,

The theme Reafffrming Spiritnality is an intimate sabpeet for me, becnuse
the spiritual process of paintiog & an integral part of my experiences and work as
an artist. That is why 1 prefer the encaustic mediom -it allosws the creation of a
chromatic and rich surfece o cohere with the beauty and Bricism of @ meaning-
ful image. When [ stand over Uw encavstic mix beating in the meling pot, | can
sep and smell the hlending of the orystal damar vacnish and the stand cdls. | eeatch
and breathe In the fragrance of beeswax cobiering with the dry pigmient or oil col-
arh. Later, when 1 apply the mix, still hot, on the linen surface, | am drwn in by
its matted mystic magnificence.

s these materials ane synthesized in my paintings, L s an artise, ke the vari-
(s stimalds of my particulzr cultaral legacy, eohers therm with my waord vlew and
project them into my paintings. The narmtive shstracton of figunes, symbols and
forms that mranifest themsefves on the canvases upon which | wark, 1ell of the
Puerier Bican integraton, of dn Afro-Caribbean spiritoal knowing thar has sus-
tuined and surtured my peopke. This knowing & my source of nspiration, kn
guape and power, The begacy of my ancestry inclines me towand 3 method of
werking consisting of the blmding of images and ideas with spiritual xnd emo:
thirmal expressions, For me, it is the yrical beaury that arises from soch svncretic
power that gives profound meaning fo the notion of harmony, The flow of images
and their sensibility connect. This compels me to discover the wedlity in the palnt-
ing -to wse the chiomatic quality aod te textuol surface, to blend deas and
images into @ diverse, slthough unified whole, and v capiere the Aowing and the
cthereal quality of spirinual encrgy,

I ive and work in interwined worlds, 1 live and work under the never ending
influences of history, mythology and oral traditions. 1 live and work on linds once
srcred, the metropalized iskands of Manbatan and Poerto Rico, 1 live and work in
3 comtinusus culmination of today's diversity. 1 live and work deddcating and
searching for ways o expeess mysell sincercly in my paintings.

When El Museo iovited mwe to select an arvwork from their collection and
refate ic e my awn work, 1 immediately thought of the museum's collection of
Aawtos de Bolo and Tano objects, which 1 had the opportunity o leam sbout
while working as a tour gide an Bl Muses in T985-89.  um interested (0 these -
Uular ehjects primarily for their significonce in the Puerto Rican religions cul
ture T decided o recontextualize these pieces from the msseun’s collection with
i Madorna (Black Dolly, also from Bl Museo's collection, and my painting Tie
White Table to create an altar celebrating the spiritnal value of these objects amd
Of Our experiences in everyday Hic.

B.
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B vemn Keafirmands o espivitealidad e un wpico mtime pard mi,
porgue.el process espiritul de pintar jucga un papel fundamental en mis expe-
riencias v en mi trabajpe como artista. Por eso prefiero el medio enciustico -per
mite b creacion de unz superficie crominica dca en posibitidades pira fundir B
belleza v el lirsmo de una imagen sipnificative. Al pararme frepte a ln meecka
encaustica gque se calicnia en b ollo, puedo vier v aler I mezcla de bamie de resing
cristalizade ¥ los aceites de Hnaza hervidos, Observo ¥ respim Ta fragancin de fa
cora de aboja al mezclarse con los pigmentos secos ¥ os Gleos, Despiets, cuando
aglice fa meecla ain caliente, sobre o supeeficie de oo, me envaele su missica
¥ magnifica superficie mane

AST COmo CSL0S materizles s sinbetizan en i pINTEe, i, como Srista, i
los cliferentes hilos de mi herencia cultural, los ligo en una vision coherente del
mundo ¥ los peoviecto sobie mis pinturas, L abstracciin narmciva de figums, sin-
Bolos ¥ formmas que se maniflessan en los Beneos sobae los que mbajo, coenm
historia de b integraciin puertorriguecia de conocimienios espiritoales’ afroanti-
llamos que ha mantenido ¥ alimentado 0 mi gente. Bste saber &5 la fuenie de mi
insprician, de mi lenguaje, de mi poder. Mi berencia ancestital me incling hacis
uf método de trabajo que consisie en mesclar imagenss © ideas con expresiones
cepirituales ¥ emocionales, Para md, la belles lirica gque sune de jal poder sin-
créthen e da un profiesde Sgnificeds o b idea de prmonia Bl flujo de imdgenes ¥
su senathilicud s¢ conectan. Bsto me impalsa a descubrir laooodatidad en |z pini-
ra, & utilizar la calidad cromdtica v B superficie textual, o Hgar idess e indgencs en
v diverss duncue unida totdidad v & caprurar a fuide: v 12 coalidad etérea de
lu energiz espiritual

Yive ¥ rabajo en miundos entrelazados, Vivo v irabajpo bajo ks inagotables influ-
enciay de ks historia, ln mirslogia v las tadiciones ambes. Viva 'y trahajo en terms
antes sagradas, en las islas urbanizadas de Monhatian v Poerto Bico, Vivo v tribdjo
e umt contite culminacion de la diversidad de oy e dia, Vivo v trabajo con
decicacion buscando vias por ks cuales expresme sSinCermente 0 mis pin
TS,

Cuando Bl Museo me invitd @ scbecciondr una obrma de s coleccidn v oa rebe
chonarla s o propio trabajo, de inmedings pense en o coleccidn de santos de pabs
y e abrjetos tainos que mve 1 oporiunidad de estudiar mignims trahajaba comi
Ruia en El Museo de 1988-89. Me interesan estos objetos en particular primor-
diabmente por su significado en la culiusa religioss de Puerto Rice. Decidi recon-
testuallzar estas piczas de i coleccidn del meseo con wng Maedae, ambién de
la codecciin de Bl Museo, ¥y mi pinturs £a Mesa Blasca, pard 28 crear un altar
celehrandn el valor espirinual de egos objeios ¥ de nuestras experienciss cotidianas.

IR,

Todnmbs Cailsls

eree predf edvgevies, ca. 1% (Eeoen Thassand Fegdns)
Carved. pedychromesd, pegped and nailed wood

Each virgin 519 A2 X6 12 in,




TONY BECHARA responds to the VIRGIN OF MONSERRAT

This small, unassuming, anomymous figure, of uncertain age and venuoe,
of unknown authorship -with its fading paint cover and worn features-
has heen endowed with the power of spirinuality. The source of that gift
is the love, aspirations and fears of a people, The Samfo responds with a
confident and generous eloguence that speaks volumes.

Thus was the relationship berween art amd life, between artists and
their culture, hefore the onslaught of modern thinking and technology,
Artists todday, face their task, devoid of the o¥cie of Rith or duty to a -
dition. Yet, they arc oot immune to the primal stirrings of spirituality and
in their desine to make contace with it engage in complex philosophical
undertakings and technical fears. In the end, they achieve bur a metaphor
ar & pitraphrasing of the power of grace, so evident in the little siint

TE.

Ty Babc b

Tele-Smonr, detad] PUSE Pl Nierad
Tripycl, acrylic on linen

P pgeed dmd ailed wond

i % 186 i

Artlst Unknown, Pucrios Rico
Tinddertiffed Saimi, nad (Smefo Arduriora )
Faimted and pepped wood

Gadxdx i@ in

Esta pequeena v discreta figura andnima, de edad indifinida ¢ incierto
arigen, creada por un auior desconocido, con su pintura destedida v fac-
ciones desgastadas, esti dotada con el poder de la espirinatlidad, La fuente
de este don se encuentra en el amor, Tis aspiraciones v los pemores de
todo un puchio: El Santo responde con una elocuencia mn generosa v
confiada que dice mis de o que s piensa.

Asi era la relacion entre |2 vida v el arte, entre artiseas ¥ su culium antes
de la embestida del pensamicnto y la tecnologia modernos. Hoy en dia, el
artista encant su Bhor sin los precepuos de la fe v sin apego a s teadi
ciones. 5in embargo, ¢l artista no es inmune 2 los remondimientos pri
mardiales de la concicncia v con el deseo de establecer contacto con su
espiritiElidad, se entregm o una compleja tarea flosafica combinada con
logros wécnicos. Bl resultado es apenas una metifora, o una parifrasis del
poder de la fe wn evidente en la peguena santa.

TB.




NORMA BESSOUET responds to CARLOS RAQUEL RIVERA

Morma Beasomet

P fafiretse’s Direator, 1593 (5 suedv de by dgfanta )
CHE an limen o wiossd

54 x 92 in

This dreamscape by Carlos Raguel Rivera, with its palette of ranspar-
ent earth tones and greens, allows one tey et ot in the undergrowth ansd
o Imigine realities other than the ones we perceive. | ook my own
dream from that world of dreamed stories in which the magical ang the
Spiritual run the same gamut. | then added color,

MH.
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Este paisaje onirico de Carlos Raguel Rivera de paleta contenida de
tHerras y verdes transparenles, permite gue uno se picnda entre la maleza
¢ imagine oteas realidades que la que se percibe, De este mundo de his-
torias sofiadas donde Jo meigico y ko espiritual recorren ¢ mismo senderno,
tomé mi suefio al que le puse color

MR

Carlos Raguel Ribvera
Malsife, 1905 flandsraie)
0l masanine:

54 x 42 in



TONY CAPELLAN responds to the VIRGIN OF MONSERRAT

Amang friends. I've always miintained that Dominican areists are faced
with a wall of indifference. Come what may and whatever may be beap-
pening amongst us (and a lot is actually happening), we already know
that no one outside a small focal clrcle will ever be interested in our art,
That's why I couldn't believe it when 1 recelved an invitation to prartici
pate in this shows and, of course, why 1 immediately appealed to the san-
fos. Formunately, I was able to find the necessary handle with which to
grasp my work and enter into a dialogue with the fibulous collection of
sarrtos at Bl Museo del Barrio. | was captivated by a series of Virging of
Montserrat, wonderful in their tiny grandeur, that fits perfectly with an
mstallation picce in my collection, Organ Markel. This is a series, hut
alser a seqquence of shirts without bodies to fill them; shires, which, in con-
trast to the Montsermt virgins, don't carry a live child ar waist level, b
rather, hold a plastic bag filled with a murky liguid and a kind of fetus
ingich, An obvious contrudiction lies between these two series, though
they alse just as obviously complement each other. Such is, and has bz,
the complexity of indigent children, whaose organs have been taken from
their bodies and sold. This work attempts to allude 1o this complexity.

T.C

I
LL]

1L

Tony Capellin

Meraadds de tugasiog, 1994 (Crgan Marieii
Mixzed nwesdia inslalaion

Appresx. 192 sgoin.
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Foilo Cajiges

Wirgem o i Monsernmie. o 16
(e Loty af Aaserrai )

Carved and patined wood
Bx3aMx 2 i

Shempre sostege entre mis amigos k tests de que a los artstis domini-
canos se les ha levantado un muro de indiferencia. Pase fo £l pase enire
nasotros (v estd pasando mucho), sibemos que nadie fuere de un reduci-
do circulo local va 2 interesarse. Por eso, cuando recibi la invitacion de
Prticipar en esta exposicion no podia creerlo y por supuesto, recurd de
inmediato 4 los Santos. Por suerte enconted en l mapnifict coleccion de
santos de palo de Bl Museo del Barrio ¢l asidero necesario para apavar mi
abra y entear en didlogo. Me ha cautivado una secuencia de Virgenes de
Monserrite, maravillosas en su pequedin grander, que coincide perfecta-
mente con umi pieza de mi coleccidn de instulaciones, Mercado de
drganos. Esta es también una secuencia, pero de camisas sin CUEFPG g
tienen & B alura del vientre no @ un ndfie vive como B Monserrate, sino
una holst plistica liena de un Biquido tarbio, con una especie de Teto
adentro. La contradiccion s olwia entre ambas secuencias v o8 abvio el
complemento. Asi de compleja ha sido v es I siiacidn de los nifios
desamparados, a los cuales les son extruidos sus (Lnos pars ser vendi-
dos, A esa complejidad pretende aludie esi obn,

]




RIMER CARDILLO responds to SAN LAZARO

Cachivachero®

During the hot afternoons at the
time  of the siesta in distane
Momtevideo, one could fwar the
voice of the peddier. IF my origins
direcy the thrust of my cultursl
practice, it s alse rese that as tme
gows by, a serits of sifertions with
their  own  geopraphical  and
temporal specificity and their own
churacters cling o my being.

I lave gathered Gur elements
charged with different meanings in
this work, but they can il
mmetheless, be mapped together,

I. San Ldzare, wooden poly
chrome sculpture from Costn
s Rica, codlection of El Miysen del

e A W Hurrin
.,’:ﬁ;_ {Tras hober abierio Is tumba,
s = Jestis Namé a Dios § despues,
alzando la viee, dijo: “Lizaro, scéreate” Al oir estas palabras, Lizare salio dc
ba mmaba, sy envoelto en las ropas fine bees. Jesis e dijo: “Sobiadle v defd s
s vayal™

I Tree trunk from the Amazaon rain forest, collected in Besil,

“Los primeros ancestros del puehlo vivian en una siniestra tere profuncla
Los primeros atcestros del pueblo saficron de 1 siniestes tierra profunda,
Todos salieran

Lo sahacos de los primerss ancestros del pucbio alian sy el

St pacl era amarga, ka picl em muy oscure.

Sobee una via de agun hermasa los primeros ancestros del Pttt
salieron de o sindestra teera profmda.

Todes salieron

Coem armadiflos los primeros ancestros del puehle con 25 fias
rasgarodt s salida,

Los primers ancestros del pusblo teniin ks manos vackas, st arcos,

i FRechis ni tapones para hos tahios,

Tixdas las muferes tenian fas manos vickes =

3. Sofl, collected in Mew Paliz, Hudson River Valley,

& Zinc plate, collected in Upper Manhattan, It orlginally covered an open
ing it an abandoned hullding, blocking the entrusce. in order to kee
Atrngers out. The fgure. cut with an ax, was created with oy mind fixed Lipsn
frieswds, some wha were @lled. others wh died claering
the vears of dictatorship in Urigesy:
RAZ,

M given in Undgooy i individuabs who gather discarded objects.
Creorpe Fernguson, ; luristiz Oxford Universicy
Press, Lewcbon, Docfoed, New York, 1961: 84,

John Biethorsy, The Mythodogy of South America, Oulll William
Morrow, MNew York, 1988: 35, chantlike narrative, Guavaki tribe,

Al [ef)

Bimer Cardilio

Cechiigohvr, 1990495

ine, wisnl, Amasongin minforess Lk, rope and soil, 103 x 48 x 22 in,

Caelbipachero®

A L B dee B sbesta, en bis tardes
calitsas  de  un Monfevideo
cemoto, st oo el gring del
cachivachern, 51 bien mi origen
comandn ¢l oo de  mi
crmporiimEenio culiued, eada vez
mis una sucesidn e sitnaciones
con geograli, Gempo v personajes
especifices se adhicre a mi persona.

En e=ma obi e reunddo cuatm
elementos cargadoes de distinios
sigmificadios. pero todos ellos son
parte de kalisma cortogeaf,

1. %an Ld=zare, tlla en madera
policromada originaria de Costg
Ricy, coleccion de FI Muosco del
Harrio.

Cfrer e prve hod been opened,
Jesis calbed upaon God and then,
in a loud voice saild, Lisdros,
comme forth." At these words, Lisamus emensd from the grave, still

wrapped in graveclothes. Jesus said, “Loose buion, amd let him gty

& Tronco de la seloe amazonica, recolectidn en Brisil

“The people's first ancestors were living in 4 deep Frightful land,
The people’s first ancestors left the deep frightful Band.

All came our,

The: people’s first ancestors” armpits smelled had

Their skin was biter, the skin was very dark.

U a road of bonstiful water the peoples firs ancestors lef

the deep irigheful land.

All carmie ot

Like armadillos the people’s first ancestors scratched their way ot
witly their nalls.

The people’s first ancestors had empty hands, no bows, no armows,
oo Figs plugs,

Al ehe woomien hadd empry Juands,™*

o Tierra, recolectada en In bocalickad de Mew Palte, en e valle kel

rick Huidson,

L Chapa de Cine, recolectud en of Alto Manhattan originalmente culbi
und abertura de un edificio shandonado cerranto el paso 8 los intrusos,
Lat figgrs, cortada a hachazos, fue creads con mi menie fija en los
g, encarcelados unos, muenes otros durance B dicindurs
urgliys,

2 En Uruguay, of que junta todo tipn de abjetos en desuss,
" George Ferguson, Signs & Symbols in Christian Art, Oxfoed
University Press, London, Oxford, Mew Yook, 190154,

= John Biechorst, The uth America, Qull Willian
Muarrome New Yok, 198%: 35, chantlike rarnitive, Guayaki trifbe
Absrve right:

Artist Unbiworwn, Cost Tes,
Sam Ldzaro con of goraztn sangnens, nd (i Lasures with a Flealing Mo
Casrved and paimted wood sl pliden 16 54 x 9 1w 6 in

[




ESPERANZA CORTES responds to JUAN SANCHEZ

When 1 ook at Bleeding Reality: Asi Estamas | feel such an affink-
ty to this painting that it never fils 1o amaze me, Juan Sinchez speaks for
children brought up without the embrace of their culture, children who
are forelgners in their own country. The reality he speaks of is shared hy
those who are bicubtural, those of us who spend a lifetime trying to trans-
late what is not eranslacaslle,

Because of the ever Increasing power of the media, we hive lost the
subtlety of linguage that makes up for understanding, Bleeding Reality:
As{ Estamos, is full of symbaols that are no longer interpreted from their
original significance. In fact, many of them speak of lost meanings and
memaries, constituting an awareness of our own forgetting. The symbol-
ic values of these images are no longer defined by the rooted richness of
our culture, but by the brevity of the striving media. Our symbaols have
become souvenivs of our losscs,

Juan Sanchez shows us a complex and multidavered reality -where
one picture completes another- in his riptych Bleeding Reality: Asi
Estamos . Through a juxtiposition of inages he makes reference 1o aur
Catholic tradition, as well as o our Taino/pre-Columbian heritage, In my
installation Lo A-doreado, 1 work with lssues that are similar to those that
concerncd Sanchez. 1 utilize the combination of Pre-Colombian imagery
mixed with an overtone of Catholicism -an approsch used to show the
diversity of our Latin American culture, The pagan images, once potent
and full of meanings, are nowadays brought to our attention in the form
of objects of jewelry and decoration, stripped of context and power.
These objects have became anthropological souvenirs of cur culture.
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Jvian Sanchez
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Cuando yo miro a Realidad Sangrienta: As We Are, sicnto tanta
afinidisl con esta pintura que no ceso de sorprenderme. Juan Sinches
habla de nifios criados sin el manto de su cultera, nifios que sen extran
feros en su propio pais, La realidad de qoe €] habda s fa que compartimeas
todos agquélios gue somos bicultrales, los que gastamos 12 vida tratando
de traducir by que no tene iewluccian,

Hemos perdido la sutileza del lenguaje que nos compensa ol
entendimiento debldo al poder cada vez mas creciente que adguieren los
medios de comunicacion. Realidad Sangrienta: As We Ave, cstd llena
de simbolos que ya no se interpretan con sus significades originales. De
hecho, muchos de estos simbolos han perdido su significado ¥ memorias
primarias, Los valores de lus imdgeines contenidas no son yva definidos por
la enraizada riqueza de nuestra cultura, sino por Ia brevedad de los aire
vidos medios de comunicacidn. Nuestros simbolos se han convertido en
recuerdos de coleecion de nuestra pérdida,

El triptico de Juan Sancher Realidad Sangrienta: As We Ave, nos
mestrit una realidad compleja v de moltdples capas -donde una secuen-
cia completa con ot Por medio de la yuxtaposicion de imigenes,
sinchez hace referencia & nuestras tradiclones catdlicas, asi como a nucs.
tra herencia tiny/precolombing. En mi instalacion Lo A-dorado, vo tra-
batjo con temays simikares a los de Sinchez. Hago uso de s combinacion de
imiagenes precolombings con insinuaciones catolicas pars mostrar la
diversidad de nuestra cultura latincamericana. Las imdgenes paganas quoc
fueran otrora potentes y lenas de significados nos son presentadas by
dia en formi de objetos de joyeria v decorcion, desvestidas de su con-
texto original ¥ de su poder, Estos objetos se han convertido en recuerdos
antropoligicos de nuestra cultura
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GEORGE CRESPO responds to MARCOS DIMAS

Genrge Crespo

Higravinn, PO%S ¢ Mipraiiing

Wi, burlap, nil, polymer send, and stones
Idix 48 x 48 in

Marcos Dimay” S§pirft Trap was an inffecnce on the acsthetic devel-
opment of my work years ago, T chose to mevisit Dimas® sealpore india-
fogue, this time allowing it wo specifically influence my contribution to
this show: Besides affecting the image | came up with, the influcnce of
Spirit Trap is visible in the functional character of my altarinstallation,
Migracidn (Migration).

This work presents, on an immediate level, my resction 1o the many
tmages 1 watched, of boat peogple, broadeasted in 1994, Also present, Is my
desire to lve in Puerto Rico and New York simulancously. | knew that 1
Wil not alone in that dilemma when | heard @ Puerto Rican political ans-
lyst state that on any given day the number of Puerto Ricans (lying
American Airlines surpasses the population of the seventh largest clty In
Puerto Rico.

archeological evidence shows that the Taine ancestors migrated o the
Greater Antilles, arriving there in successive waves. Thus, one could argue
that Carlbbean socicty has always been teansient.

Un a deeper level, Migracidn relates my gquest to honor the ancestons.
Without overrevealing my altar | can say that the four masks over the
Canoe shape represent the cultural hero Deminun Carascaracol and his
fhiee hrothers on their journey to create the sea The provess of my work
5 00 integral part of the instalktion, | collected the wood [ used here, in
Puerto Rico. | gathered the stones at the territory of the Carib people on
he isbund of Dominica, in the Lesser Antilles,

LA

%

Hace algunos afos, Trasifa de espiritas de Carlos Dimas influydoen
el desarrollo estético de mi obra. He decidido volver a visitar esta obra
con el fin de entablar un didlogo con elli En esta ocasion, le he permiti-
do g influya en la creacion de Migracion, mi contribuckn 3 esta
exposicion. Ademis de wener un efecto palpable soboe 3 imagen gque he
ideado, la influencia de Trampya de espivitus cs ambién aparente ¢n ¢l
caricter funcicnal de mi altarfinstalacion,

A un nivel inmediare, I obet es ung reaccion al wrrente de imdgenes
televisadis en 1994 que mostraban la movilizacian de s personas quoe se
hnzaron al mar en pequenos botes desde Cuba, Bl deseo de vivie
simultdncamente en Mueva York v en Pocrmo Rico también se encuentra
latente en mi obra. Supe gue o i e el inioe que se encontraba en este
dilema cuando escuche lo gque dijo un comentarista politico de Puerto
Hico; en un din cwilguiera, el nimerny de pasijens puerlormiiqueios que
viajan por American Airlines sobrepasa b poblacion de la septima gk
e I3 il Restos arqueoloeicos han demostrado s I ancestros de los
fainos emigraron i las Antillas Mayores, legando en olas suocsivas, S¢
puescle argdir gque la sociedad carlbefa siempre ha sido transitori.

A un nivel mids profundo, Wigracidn relata mi acometldo de rendir
honor 3 mis ancestros, Sin necesidad de revelar el significado de mi altar,
puedo decir gue las coatro nriscins colocadus sobre B forma de canog
representan al héroe Deminan Camcaracol ¥ sus tres Borminos en su
viaje para crear el mar Bl proceso deomi trabajo forma parte entrafable de
I instalacion, Recolectd la madera gque aqui uso en Puerto RBico v junté s
picdras ¢én el termitorlo del puebio caribe en §a sk de Dominicy, en s
Antillas Moiores,
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JAIME DAVIDOVICH responds to a CRUCIFIX

Since 1990, 1 have been working with the ideas of flesh, permanence,
spiritual tradition and the new technologies. When El Museo del Barrio
invited me to participate in this exhibition. | saw the opportunity to set
up a diadlogue between a crucifix from their collection. a television set
amil mvysell,

As i Jew born and mised in Argentina, | was accustomed to sceing the
image of Chirist present evervwhere, from the schools to all places of pub-
lic activity. As an Argentinean living and working in United States, the
images of television are in my mind all the time. Since my childhood 1
have seen the image of Christ on the altar above huaman touch and here,
in my installation. I place the welevision high upout of reach with the
Chirist below eye level. In between these two images but separated by
cmpty Spiace, are imtages of the impermancnce of flesh as well as icons of
the Judeo-Christian tradition. These form the setting for 3 dialogue with
the silent television, with a brick wall and a woodcarved Christ. This is a
cyberspace dialogue not in real time but in 2 new time, @ tme without
time, petrificd by the wood and electronic pulses. Everything
remiing still

LD,

Jaime Davidovich

Whent W I, W by Nofbveg, 1995
et prorioene B0 Mepies sk
Mixed media instalEition

Approx, 168 x 180 in.

Avrtisl Unknown, Pueria Rico
Cornacafigm, ol TR G0 rarcifing
Carved] amd padntcd wood and plaster
13 e x 8 o x 504 In.

Desde 1990 he estado tmbajando con 12 idea de 1a carne humana,
permanencii, b tradicion espiritual v 1as noevas tecnologias. Coando El
Museo del Barrio me invitd a participar en esta exposicion me brinds la
oportunidad de entablar un dislogo con uno de los crucifijos de la colec
cidn de El Museo ¥ con un televisor a la vez. Hablando como un fudio que
nacic y se crio en Argenting, la imagen de Cristo em ubicua, del auki a ln
vida piiblica. Hablando como un amgentine que vive y trabaja en los
Estados Unidos, k1 imagen de television estd presente en mi mente a todas
horas. Desde mi infancia he visto la imagen de Cristo en el altar, mis alli
del alcance de la mano. BEn esta instalacian, he clevado el televisor fucrs
del alcance del espectador y he colocado al Cristo por debajo de la altura
de los ojos. Entre los dos, he puesto imidgenes de kb impermanencia de la
carne e icones judeocristiinos, pero los he separado con un espacio libre.
Este 3 el escenario para el didloge con un televisor mudo que muestr
una pared de Badrillo y un Cristo tallado en madera, Un dislogo de “cpber
sface” que no s desarrolla en el tempo real, sino en un tiempo nuevo,
un tiempa sin dempao, petrificado por la madera v ks pulsaclones elec-
trandcas. Todo se mantiens en calma.
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RICO ESPINET responds to SAINT LT ICY
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ANA FLORES responds to the SANTOS COLLECTION

.

The sarfo that | luve chisen his a dolbtike torso thrust up on pilings,
The roughly rendered figurative worso isin sharp contrast 1o the structur-
al woudlen suppot, Each his @ separate visel language; the upper hacly
is carved 1o achicve a symbaolic reference to the Madonna and Child,
while the lower half has no pretensions outside of its lunction o clevite
the torso. Yet, our odern eye reads this lower part of the sculpture as &
minimalist clement. If presented as intended. 05 3 sento de vestir, the
viewer would not sce the dichotomy of styles that aitracted me. Insiead,
the entire figure would have be draped and the lower half concealed In
crinoline. It is precisely this state of undress or deseestir that drew me (o
this image, because it allowed me 1o see the abstracied sculprunl con-
cerns af the antist,

The sculpiures that I present here in dialogue also concern themselves
with the female torso on 4 support, which is equivalent in Its visual
mportance, They are part of an ongoing scries thot cxplores varioss
states ol spirituality. They are anonymous and lconic, yot they all began as
portraits of specific women. Pletd is an offering towards healing the pain
of human loss: it Is for my own personal loss and the Brger pain 1 feel
from the world

I ean not belp bur to find analogies between our Modern Age and the
Dk Ages,” and stylistically, this plece refers buck 1o Romanesque sculp-
tures ind churches, Martyr is in memory of my grandmaother and other
apanish women in my family. The wrso was tempered to create 3 metal
armor, which embodies a restlience forged from pain and sacrifice. The
pratective shickd and hollow tree the Agure sits on allow for the soul o
whistle through and escape. Finally, Stoéc is my comemplation on a New
England matriarch, “Patience Burdick," who lies buried in 2 historic grive
vard thae [ wiilk daily. Her granite stone reads “died 1863, at age 90, wife
of Welcome Burdick” 1 imagine her life to have been one of raticnd
endurinee and active involvement with the landscape that | now share
with ber. She Is anchored by the stones that had impeded the casy use of
the land, yer which helped define it boundary. And her spirit, after 90
yers, has become one with  the tenacious oaks that hive surrounded her,
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El santo que he seleccionado de la coleccion de Bl Museo del Barrio
tlene un forst como de mufecs que se apoya sobre un conjunte de
pilotes. Este torso, representado de maners aproximada, ofrece un bros-
co eintssie con el soporte extroctural de mader, Los elementos figure
tivies ¥ estructurdles de este santo aniculan por separsdo un lengruaje
visual distinto, & suber: el torso ha sido tallado con e fin de logmr una ref:
erencia simbolica de b Vingen con el Nifio, mientras que kB pane infierior
no comprende ninguna pretension fuera de su fancidn purimente estruc-
tural de clevar ef torso. Sin embargo, nuestea vision moderna percibe este
elemento cstructural como un clemento escultdrico minimalisti. 81 esea
picz fuera presentaudy il vy como fue discfiada -como un santo de
vestir- cf observador no notaris b dicotomia de estilos que me Damé la
atencion. La Agura entees estarki cublerta v [ pane de abajo se esconderia
trus umi filda de ¢rinalina. Lo que méds me atme ¢s precisamende el hecho
de gue el santo esti desvestido yi que me permite ver s preccupaciones
escultoricas del artista en un plano abstmcte,

Las esculturas con bas que entablo un diilogo con ¢l samfo de pestir
de El Museo tambifn contienen un torsg de mujer sobre un S0P,
Forman parte de una serie que explora varios estados de espirituabidad,
Aurjue mis esculturas son figoms andnimas, iconos, inicialmente fueron
concebidas como retratos de mujeres especificas. Piedid % una ofrends
que s hace para tratr de remediar s pérdida homana; mi propia péndi-
da persomal v para allviar el dolor que me causa el mando

Mo puedo evitar encontrar analogias entre nuesta edad moderna v ¢l
medioevn. Estilisticimente hablando esta pleza se remonta o las ighesias
las esculturas romdnicas, Mardyr es una escultum dedicada a la memoria
de mi sbuels y otras mujeres hispanas de mi familia. B torso estd templa-
dar £ formit de una armadura de mel, ls resistencia forjada a pargie del
sacrificlo y el dolor Mariyr se poss sobre un escudo protector ¥ un drbal
hueco que permite que el alma pase pitando v se escape. Finalmente,

Stoic, ¢s una meditacion sobre und matriarca de Nueva Inglaterra,
Patlence Burdick, quien vace entermda en un cementerio histdrico por cl
que paso todos os dias, Li levenda sobre su lapida de granito e asi:
“Mucria en 1863, o I edad de 90 afos, esposa de Welcome Burdick”.
Imaging que su vids consistid de pacienie resistencia v actividid com-
prometids con ¢l medio ambicnte gue shom comparto con elki, Bl esté
anclada por las pledras que algion dia impidicron ¢f Bcil uso de la terra
pero que 3 i ver marcaban los limites de las parcelas. Despuds de 90
adhod, sU espiritu se ha unido a los tensoes mobles gquiss Ia msdeaban:
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Edgar Franceschi
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What attracted me to the carving of the Holy Child of Prague is the
ftark simplicity of this particokir image, so diffierent from s teadition:l
depiction in full regalia, Stripped of its roval vesiments -the claborate
it p, soepter and orly- the fgure is also deprived of s myriad of religious
Al svmbolic vestiments, This makes it passible 1w reconpexiualine e
HEge in a multivalent pictorial space, giving it an entirely new emotion-
il content.
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EDGAR FRANCESCHI responds to GENARO RIVERA

Loy gquee e Hamid la atencion de la fgeea tallads del Nifio Sagrado de
Prags o5 b austen simplicidad de esta imagen en particular, tin diferente
4 la representacion trdicional de punta en blunco. Despojada de su ves
timenta real -la capa detallsda, el coteo v el orbe- b figur también plende
sus mulriples investiduras religiosas v simbolicas. Bsto permite gue 13 ims-

s mecontexmmlice en un espacho pictdricn plirivalente, surtiéndose
de un contenido cmocionmil completimente nuevo.
EFE
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ALVARO A. GARCIA responds to the HOLY TRINITY

Stay atientive, In a moment. the many layers and the particular history
of an object in an everyday setting, will come into focus, Tts design func:
tion, consideration and adjustments to human proportions and patina of
everyday use will couple with your own visual experience, reconfiguring
itself into your work, enriching vour vocabulary, conveying YOUr idleas.

My faith in the possibility of transformation was clarified by the
Santero’s Trinity, with its stabilixng and reflective symumetry. The guid-
ance offered by the symbol of the trinity, which anchors my working
process from bdea o realization to hopeful communication, is also
embodied in the clarity of the Santera's carved Father, Son and Holy
Ghaost. This quality Is an elusive circuit that while attempted and claimed
by many. s rarely completed.
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Pon atencitn, En cuestion de segundos se podein vishombear bos
multiples niveles de un objeto y su historia particular dentro de un
entorng cotidiang. La funcion de su disefio, la consideracion de ks pro-
porcicnes humanas v los ajustes a las mismas, y I pitina del uso diario
€n su superficic s¢ acoplanin a mw propiz experiencia viswl, se recon-
figuraran en tu trabajo de manera tal que entqueceri t vocabulario ¥
cOmumicara s ideas,

Mi fe en Tt posibilidad de transformacion me fue esclarecida por I
Trimidad del santero, con su simetria estabilizadora v reflexiva a i vez
El simbolo de la trinidad que se ofrece como una especie de guia que
fija ¢l proceso de mi rrabaje de la idea a la realizacion v de la realizacion
a la eventual comunicacion, toma forma en la claridad del Padre, el Hije
v el Espiritu Santo del santero. Aunque muchos intentan recorrer este
escurridizo cireuito, muy pocos logran superardo.
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JOANNE GOVER YOSHIDA responds to CANDIDA ALVAREZ

Juanawe Ceover Yoshidsi
Hodopi, Storsy daroagly B Mooy 1563
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These prints were dome at the MacDowell Colony in New Hampshire,
in 1993, during that time | was working at El Musen del Barrio, where the
Johns Street drawings by Candida Alvarer were part af the exhibition,
Recert Acguisitions o the Permaent Collection

While working on the prints in my wintry Mew England studio, one
image ked to another and as [ seraped into the metal plates they became
1 group of nine, Leafing throwgh Februiary At News in the warm cilony
living room, I saw an article about Cindida Alvarer, She too widked in a
#ulio here, on connecting panels in a diptych format.

Back in New York, I recall the movements and forces of miarkings on
boats within the harbor, concrete sea walls and lanterns hanging above,
They are the imagery thar moves my brush.

When selecting & work for Reaffirming Sxirituality, | remembered
the John Street drawings, They were derived from the artist's CXPETCnce
of i erypt in a cathedral in Germany. T still don’t know whar led miy work
10 2 harbor in Japan; and | do not know what brought Cindida Alvares to
the Cologne cathedral, In order to find out what [ am, T can onky continue
o serape ine the metal plates; as she rubs charcoal ot vehety blacks,

LG.Y.

3k

Estos grabados fucron realizados en la MacDowell Colomy en Mew
Hampshire en 1993, En ese entonces yo trabajaba en Bl Musco del Barrio
donde los dibujos de Johns Sereet por Candida Alvarez formaban parte de
la exposicion Adguisiciones reclentes para la coleceion Peraranieiie,

Al trabajar en los grabados en mi estudio invernal de New England, vuna
imagen me iba conduciendo a otr hasta que mspando placas de metal He-
garcn 4 scr wn total de neeve. Hojeando el nimero de leboero de At
News en la acogedors sala de la colotia, di con un articuls sobee Chindida
Abvarez. Flla también tenia un estudio alli, v estaba trahajando en los pa-
neles de un diptlon,

De vuckta en Nueva York recuerdo los movimientos v bis fuercas de las
marcas ¢n los barcos dentro de la bahia, rompeolas de concreto, nternas
que cuelgan. Son las imdgenes que mueven mi pincel.

Al seleccivnar un tribajo para Reqfirmando la Espriviteealicod
recande los dibujos de Johns Street. Provenian de una experiencia vivida
por 1a antisty en una ceipta de una catedral de Alemaniz, AGn no sé e
habrd flevado mi rabajo 2 una bahia del Japin: ¥ no sé qué condujo a
Candida Alvarcy a la catedral de Colonix. Para enterarme de quién soy, sélo
pueda seguir raspando placas de metal; mientes tanto ella soba carbon-
gillo en negros aterciopelados,

LG

Canadida Alvares, Pueso Rico
it Shreet Seriar No2 1988
fherie Na 2 e Ja Cadle i b
Charcoal an paper

38 x50 im.




CARLOS GUTIERREZ SOLANA responds to SAN TOBIAS vy El ANGEL

Where bave all the Guardion Argels goue?

The siriptural legend of the Archanged Raphae] and Tibias was set in Mesopotamia in the

cight cennury befire Chrise Whise i capivity 1o the Assyrizns Tobms the Ekler, “known e

Heis many doods of chaity i oo waorks including biryineg the desd” was myseriously
blanded by hat disigg Frem a swallow's mes) Thinking he was sha o die e asked his s,
Tobias the Youmger (o go o Riges, Medie, and mke care of wme
unlnizhod business o him. The legend goes that the son. in
preparstian By his journey, sougle 3 guide amd, unbeknow st o
i, il ol wias amlentaken by e Archanpel Raplsac] in the goise
ol Teflow Tsractite, O dbeir frse naghn oy Jodped by the river
Tigris b, when Tobias weal 10 wash, a monstrows b oose ba
o him. O the advice of his companion Tolizs caughe the fish
and swved the ot pall aned lver Ror medicioes, At Riges, fiey
Tusddiged Al the loase of 8 Mood rolagse of Tobis who then asked
for chet msn's diivighier, Sam, in morviige. However, the sty goes
thar, on the advice of Raplaed Tobis dook her 1o wile anly after he
heiwd barrmn pary o ghe fish's liver, This sppareatly probected Tabis
dreim the =ome fabe which befell Sam's seven previons husbands
who, seconding e che lepeml, hod been killed 1w Asmodens, the
dewil, “ar their licst poing in umo hee” Upam returming s Mlive
Tahizs anotmed bis fahers cyos with che ss gall and the chier's
stghit was restored, The Archanget ten mveabed s rue anee
Fnal hepraric].

The legend af the Anchanpel Rapshael anl Tobias combines the
mrptbiskygicil and povtlcal with the omely and domestic, as docs
the grim eele of AIRS in conemporary sociy, Mtsbigical o the sense thal a myth is any
il sy serving o explain seme phenizmenion of mitise -t ity of e Filer
Bt el feanees ef Sy JOd ovtreetl avand B oy extionce of good eoil frraef arcareliana
aergeds. The: myth that hes grown arusd ATDS bas abso served som, iF not i explain this
“prhcsmmicmal” reereadnes, winveke the woeach ol g towsrd homosexiab sngd G0 s
ginalized peoples, A dyile bs also any inaginary thing spoken of ds Uwgh cristing. Thongh
nak g dissise, por se, b 5 conspic osed g dedione muliphe disereet diseeses. ATDS comtn
ues b be spelen of @ 0 iE dsl exis -ohscusing and limiting the
researchi fo poesible cures. e S i Bogahaed g Tobies alse
frclades senexplalnatle dizesses; such as the Winding of Tobias
Pire Flodvr e W sevially tmplicaten dentis of Sara® seoen
bpstindy, pel Tobins W Younges vatber g piece Do, s
alereys e o B evimfinbirs . adeive ard The coratioe fuses
wRept) @ dn'g oligivasad

Poettend as in baving e brauty, imaginotien,.. the gquality of spéric
demunsinite) by Tobias the Bder wii when blmoed @@ mof maamur
cigeatnst bw will of ol aml which can aoly Be used o deseribed
Ehwse alTlicred Iy ATDS tkey. Homely micins simple, onpreseniims,
Taimeilisr aid intimaie as were soomary kest in ceis s Bop il ks meins
icruche anc snpolished, as e misdirected effions fo fnd sobaikms have
auften e, and nol stersctve, ugly Gind 1 might sdd mean spaeived), 2
fepeaicdly maniessed in the attacks on the vicims, Pomeste oo
sense af huvis sl confusion which the myth of AIDS. cominges 1o
mii imdEcriminaicty, on the Bl of man, B alse enestic as s
tarmie, as in the hope duil one day politics, peligion and ecommemics will
e wide and alflmy fisr 2 ohjective ancd nom idealogical apapaaich e
research and ewees, o faming  this unexplpined. pheosmenon of
naure,

Bven i ane disregasds the fseoingical eerpretations of the mirscibos cone of Tobias
ihe der, vhe aBlusina 1o the belief thag svery imBividual has g guardian anpel can be quiite
strong. The Archungel Raphac! is considened the protéces of Uee young and innocent, and
the legend of Raphes] and Tobas had p happy ending. Thie stary af AIDS Tas vet o find one,
brading, aiie 40 wonder whie Wil prodect our young and innocesd Leading ane g sk
st fuvont aoll e praceradiven angels gone?

LR
Pl wop: Carbos Gutiérres Solana
Wiere Mape AN vhe Guwandian Apgels Gone? 1905
fedaidinnale durn i o farar Mg dngeles iraraionmes®
Mgl medin instaliorien, 104 & 108 x 72 in.

gdldmae bawn ide g parer bos degeles puardinmes?

La Jeyeoatn bibdics el arcingel Rafield v Tobias fove lugar en Mesopotamda en ¢ sighy
ocha apes de Cristo. Mignmas peomanceia on cautiverio con [os asinos, Tebias ol Vicyo,
eI por sus s hasofies ¥ obos de carided, como el enteres g s muerios® e
muisteriasanatiie cogacde por el excrememo calida de wn ik de polondrinas. Pepssndis gt
cxtaba al borde de i mieree, le pidido s su hijo, Tobdas ol Joven, que fuera 5
Roges, Medhia, v e se acupass e un nepocio peosdienie, Sepin ks leyemt of
hijo, preparinckess pars cmpreoder e visje, Bused un gais ¥ eieoning nodks
o 4 al ancinged Bafiel escomadi en la fgura de o issiclisn, Darente sy
it miiche, reposaron conoa del mie Tigris v cuanchs Tobias fie 2 varse, 1m
COOMmE ped esluvia pmio de devorarhe. Ssguiendo bos conscjis de s il
Tebvizes gt airapar el pex ¥ conserve el conedi, B hilis ¥ ol higaxlor prars nid-
fiwartos cimmo medicings. Ung v en Boges, se hospedaron en cis de un i
ente coresi de Tobins v ésie promio fo pidic s meno de so b San s bise
ril cucoia gque; siguiersdo bos consejos de Ralael, Tibias no dlesfrsd lasia
despuis i Teibier quemads pene del Tagado del pescadn. Aparenicmente, et
preepion A Tobkas contra ol deslinn de los oros siele moridos aniesimes de Sam
squiersss, segii b bevends, muorieron on manos de Asmodens, ef dinbl, *al i
havia ol por v prlmera” Al mpresar o Mindve, Tolsiis gt hs ojos e s
pittlre com 2 hilis ¥ B visia del viepo Je e mikparosamente desyicoa

La leyeoala del archngd Bafacl v Tobins combine o mitcdigicn v Io
potion con lo casern y doméstico, i conin B hordble historia del SIDA o &
sorheidacl cxifilemporanen. Hisadgion o o sentida de quie ko s una his
DIt TRORCTR o slrve pars explicar algan fendimenss de I noburalces $5 cegicm
aliel whej, bos podens curminoes del pescado v B oexdsencis nsams del bien €l
ml b Anggedes yuanlianes. B mdio que e Ha desaordlads en tormo al S04 wbin hs
servislo, s ik i explicar el fendmenn de esie recrovinim, 6 pam que algisos itiveguen L
it e Dios hacia Ios hosiosexiales § obes persenas marginslizdes, Ui mio o mmbien s
bmaganaricr i sediscuie ooy s exisber Ainaoe i es uid endermedsd comg 8L sioo
vl Bhriackin que s it e dolinie miiiples enfermcdades mis modctie ol BI04 s
sgue mensznghy como st e fuea -limitnde v cscuneciendo e imvestigacidn oe [railabesy
curds, La deyendln de Bafied y Tobias incloye enfermcdides inexphicahles, dbes cime (o
oiguen ot Tohins o Vico ¥ s e sexualmeme comprometichs
cle buss siete “muariclos” de Sare Sin embans, Tabiss el Jowem, en e de
echark: & culpa o alguien, sicenpn: ostahia dispissie 2 sepoir ks cofse-
fus e s gosmpaiiene Bafacl v o iz los podercs curmivas o s dis
[rsicitan

Feadrare pur o eomlicos hellem, imaginacion..., b oalidad de Esgirilil
aque dermniestrn Tobias el Viejo, que oo s gqusd ciepo "1l wheperdieni
WP BR CoREer o I aedinrtngd oe EROET ¥ qpie sk s piede gt
bear pars descrilie a aguétios que b aids afligidi pos o S04 Caspro
Gt aledi simple; sin prefeosiones, BBl e SEim o cims s e
sar han penddlo en csln guera. Pero gimldin iplere deck s §
desslustrache, s oo Dz eslieraos crronsime e desemprAzdog con
ol fin de encontrer solisimnes, ¥ oaidy sk, for o, vale shudi de
ke g3, ien o s ha mandlesgagdo repeiidimente ¢n gy o cons
sk abe viclemas del I Dvmdviion en el sentide de lus estragas v 1§
contfusbon. aoe el mabg del SR sigoe proclocicndn indiscriminsta:
mente cn b fimilia el hombire. Poro samblén doméstion on ol sentigls
de mans, asi comgr en b eiperanes de que o dia b politics, B seligion
¥ B e e hardn e lado para permitie un scercmmicns objeivie
¥ o iddeoldgtico 8 I Envestignoin clentifics ¥ @ las cams.. o domestice
este knexplicalde fendmeno de b nariabees.

A unm o e coenin bs inierpreiaciones eoldgicas b B ocun milagross e
Tinhdas el Vieji 18 alusiin o la creencia de ojinc cads Inadividue hene un dnged goaslian pucde
sef Uy supestiva Al darcdiged Rafned se le comsiders of protector de os ivenes ¥ s
inocenies, v 1 leyends o Rufaed v Yohiss wio im final feliz L hismoria dol SI04 dene s
Sque ENCOMEAT su praple Gnal Eso be b @ uno ¥ progintamse; Gk proteperd b bos
Fvenes v los inaceees? dAdvinde B b g farvir s Sgeles paardisme?

Tk
Artlae Uinkinowi, Pucrio Rioo
Npars Tiabfers p of s, ol (N Toalndms amed g Al
Carved and padneed wonsl, 5 46 % 4 1405 1 wzin,




MIRIAM HERNANDEZ responds to JUAN SANCHEZ

My purpuse in responding oo Juan's
fruinting: was teocreate o work of i
that would resulr in a strong politkeal
as well as spiritual statemscnr &
diafegue began immediacely becanse
oy wiork, and in this work of his,
the political and the spiringl are so
visdhly lindked,

Guided by our  heritipge, we
both chose o deal with political
Esus pertaining o Peermo Rico
{oppression/feecdim and
angerf defiance) as well as hiscorical,
culbwml  angd spiritonl  syvaibolism
(Toino/Roman Catholic), Oiher
covnmonnbiles W e mwo warks
are evidene
1) The use of collage 1o create a
Eyenng cffect. This combination of
mixed media enhances the exioeil as
well 25 the (eondtextral propertics of
the work. 2) The use of o brighe
sinrated. palete {pink, ved, vellow,
OrANEE) o represent the colors of
Faerio Rico: 33 The triptych - asd s
possible reference o the Holy Trindiy.
0 Juan's work it takes horzontl
form, In mine i is 0 versice) forma
which Fragmenis the fgoare in chids,
When the o works are viewed
together a0 cross s fopmed thins creining 3 link between the paintisgs as well a5
emiphasizing the spiritus] theme

In oy painting, the pose for the nuge selfportrait is nspired by 4 Bandous 1954
phato of Lolita Lebnia, the celebesied Puerio Rican naticnalist, 1n the phot, Ll i
being ushered sway by police llowing the armed amack she led on the Heause of
Beprescitatives in Washingson, P00 wy demand feeedom for Puerto Ricwo,

This. puinting is jart of an vn-gning series of armworks smotivined by cvenis in
Lotits Leheda's §ifie, | begsiis the Lolita secies in 1992 22 i SITEEN U counteracn e
uincentenninl celehmtions of Columbus’ aerival in the Americes. L Bovingueio
reprasents Lolita -2 young womian who worked in the swiishops of Mew York Ciiy-
bevoming ¢ marmve shie gave i iwenty yeors of ber yoath o be imprisoned, so et
the world would know of Puerto Bico's OpIreaLinn

The selfportmit & used fo cxpress my spirinaal idenufication with Lokt by
shoiwing the woman artist af her most valneribie: exposing ber sexualivy, betiers, and
Choitive link with the history and culeere of Pueoms Hico, The gloved hand émerging
from the hloe sleeve of & paliceman reficacnls the sirmnbanm  mcticds of a
pareralistic, colonialist sociery, s well as the répression of anistic frecdam und self
Expressinn, Surmanding the nude fgure are syoilols from Taine Petmglyphs nd
souiplures, used here as tibisman W comnieracr violenoe ol negative lorces, Bach of
the symbols serves 25 8 prodector, even the plivhd tacon on the figures arm
represemting Popeye,a childhond hero who always wins in the Fight apainst a giang fine

The nude body i my work Is juxtposed sgainsg the nearly. flde bosdy of the
crucilied Christ in Juin's paincing. Here again is the connection hetween Lein, the
pilitical bcom, wid her transcendence to “sintlond”, Her palitical protest can b seen
8.2 way of achieving enfightenment. In this way the political becomes spirineal. As
2n artist | have mo use for the standan) weapans of wir—weenpons e destroy, |
choose instead o crease, W use the painthrish s a powerful weapon against
Fepression and injustice. My work is an incontation against repression and for onder
andl enlEhrenment,

MUH.

T et Mirleomy Hernandor
Lo Horimgansfa, 1945
Mixed meslia installation, 144 2 108 5 724

i3

Mi objetivo al responder @ la obr de Juin Sinchiez e crear una oba de arre
eun fesulticho fuent a la ver politico ¥ espirinsal, Dy quic o poditeco vl
espiritul s€ encuentran g cstrechamente vinculndos en s dos ilws, Exfas
compaghsarn de inmediat, entablando un dlilogo cntre s

Lriiides por nueatrs herencia coliral, amlbos Optamos por abordar las
cucsiones politicas que atafien » Poerto Rico {opresicnfbertad e isyresidencia)
fuikto cemng el stmbsolismo histircs, culiural ¥ eapririouml (endinodeadalico,

Las o ahris comparten otras preocupaciones:

Fr H uso del saffge con el fin de crear un efeom de cupas. La combinaciion de
mesdios rvistos resalta b resoiuss @ como los prriapicinles {ooomnbes del trhaija
23 B usoe de coloms brillanges ¥ matunidos (ross, mogo, amarilbs, sarankz) jura
representar s coloms de Puerte Rico. 3) B mptico ¥ s podbles referencins a
& Sonda Trinidsd: en ol wralags de Juan toma ong dimmension hortecnial; en o
trabajer, en combio, el Brmati es verticn ¥ dividle la figura en tres partes iguales
Cuando ambis obras se untan en forma de croe, se cres un vinealo entee ellas gue
realza B dimension capiritual

En mi pintura gaosé desnuda para of autorretno inspriradda por o Gomess oo
de 1954 de Loditn Lebron, la renombeick naeiomaliss puerarriquens. En la fon,
i policin escolta 2 Lodita despaés del FLACLE armadn guc encaberd en contn de
ln Cameara de Representantes en Washinguon, [ L. para exigir I independencia de
Puerin Rice,

Esta pintara forma pare de una sede de trabajis Basadn en la vida de Lokis
Lebron. Comence s serie de Lolita hacia 1992 comp respuestl alas celehracknes
del quinto centenario de la legada de Cobin o las Américas, L Boringuedn
TEPrescla i Lolitn -ina mujer joven g trbajabe en los alieres de costarm de
Muiewst York- o momsenis de cobvertirse e Mdrtin spcrificd veinie afos de su vid
par ser cncircelida de manera que 6 mondo se cnteram de b opresicn de
Pueroe Rico

Trato e expresar mi identiflcacion eapleinial con Lolio por medio del
autorrelnic, genero en ol que L mujer artista se encuentr on b paslcidd mis
vubiserabdesal descobrir su sexualicad, sus ereepcis ¥ Aus vinculos creativos con
B histosia v la coltura de Puerso Rico. 13 mano eaguantuds quie sabe di 0 minga
del policin representa I mano dura de I sociedad [itermalisia v cobonial, asi
como tambicn represents In represicn de o Hberd artisthen ¥ de I expresion
personil. En torno 2 lo figes desnudda e colocido simbolos tomdas tle
petroglifos y escultums wminas gue se wilizn como talismenes eiin CosbrrresLir
b fucrss negativis y la vielencia Cida uno de s simbsilos sipve como
protecion, husta el miusje de Popeye en el braeo déla Ggun, un héeoe de §a
infuncis gue siempre ganadl pelese contnl o COCHAH e giante,

El cuerpo desnisds en mi tribajo se yuxrapone 3 1 Gigurn casd desaoda de
Lristo en la pintura de Juan. Agui otm vee cs aparente el nexo dosde se s
Lolita; ef fconn politicn, y su tmescendencia 2 la santidad. Su protestn pobiei)
plicde verse como uns forasa de adquiris instrucciin, De esta manes 1o palitico
& convicrie en nlge cspirinml, Como drttsa, no tengn uso que dhirde o la prows de
Ia gueerma ~armas que destruven. Yo preflers crear, wilizu of pincel come arma
poderosg cn oot de 1 represian ¥l injpusticia, Mi trabajo o5 un cxorcismo e
contea de kb represitn ¥ a fiver del arden v 1 ilustracion,

M.H.

Photo Fghi: Juon Sdnches
Tibewaliveg Noslitye Asi sefvnics, 1981 ¢ Bevililad soerpeienntar Az We Adve)
(4, laser prone ikl mimed medin on e dd e 10 4wy Iis.




ARTURO LINDSAY responds to THE BLACK CHRIST OF ESQUIPULAS

Aurmaro Linalsay

Arivestral Fatlwres, Krecwrn ol Tlisiticn, 1994
{Fandves ancoatrades, o ¥ alesorracidig
Mived media installation

120 x W% T2in

Presently Iam at a crosseoads of my life where the paths of my spiri
tual, scholarly and aesthetic pilgrimages meet. Although my work has
dlways heen rooted in spirituality, I made a concerted effort to keep my
art, scholirdy, and lives separute. However, recently | began creating mul-
timedia works of ant in veneration of my ancestors in which 1 besgan pour
ing libations -essentially transforming them.

Fived and worked in the 16th century colonial village of Portobelo, on
the Caribbean coast of Panama for six months last yoir. On the 21st of
October, the feast day of the Cristo Negro de Portobeln, | witnessed the
religious pilgrimage of over 40,000 people to this small seaport village
aid [ became transformed,

My Installation, Ancestial Fathers Krown and Linknoien, which
includes an image of the Cristo Negro de Portobelo, and chooses The
Black Christ of Esquipaias to respond 1o, is my statement ackmowl-
edging Christ as an ancestor

Al

En este preciso momento de mi vida, me encuentro en ua EMCICEjl:
da donde convergen 108 senderos de mis peregringjes, el esplrimal, el in-
telectual v el estético. Aungue mi trithajo slempre se ha areaigado 2 un sen-
tide de espiritualidad. he tmtado de separar mis intereses ArtsLicos,
academicos ¥ espirituales. Sin embargo, recicntemente he empaerado g
erear trabajos de arte en medios miltiples con el fin de venerar 2 mis
ancestros ¥ en fos cuales verti lihaciones -y por consiguiente los trans
forms.

Durante seis meses el ano pasado vivi v teabajé en I dldea colonial de
Portobelo, findada en el sigho dieciséis sobre 1a costa cariberia de Panami.
El 21 di ocrubre, dia de Ia fiesta del Cristo Negro de Portobelo, fui testi-
g0 de un peregrinaje religloso de mis de 40,000 personas a st [recpueiia
tldea maritima, Este evento me teansformo.

Mi instalaciin, Padres ancestrales, conocidos ¥ desconocidos,
que incluye una Imagen del Criste Negro de Portobelo. responde al
Cristo Negro de Esquipaulas v es mi manera de honrar a Cristo como
ATCESETT,

AL

il

Artist Unknoswn

ftarok Chrdst of Eegrefpadas, 19340
(CHisto Negro de Exgtiipadas)

Fainted woad, tin fbric and wall paper
1632 x T 36 % 5n.




ANTONIO MARTORELL responds to VARIOUS ARTISTS

Dialogue with objects belonging to those who arve now absent

Tey haold a diglogue with a collection is not the same as 1 collective dia-
logue in which the presence of many voices would contradict the dipole
implicit in the word dialogue. But the world is made of contradiction, spe-
ctally the world of ant, and 1 began this dialogue with the intention of
holding a monolegue thar arempts to have a dialopue with absent friends
and the abjects they have left behind as the silent witnesses of my o
prgreeto lamentation.

Ewien s neither a dialogue nor a monologoe aee monolithic in their
aspirations and these deawings that emerged vnder the sign of the AIDS
cpidemic and the spoils of a death stroggle cling on 0o essence of that
dhsence in the tracings of the cravon on paper Anselmo's boots, Jorpe's

shirt, Alberto's mask  allowed
micurming and demanded a form
of protest, of denunciation aod
also the sense of treasure that
cach created relic implics.

Then came the search in the
archives and shelves of El Museo
del Barrio. for i possible corre-
spondence through tme  and
space berween cralt and sensibil
ity, genne and generation, | looked
at the drawings; photographs,

¢ patintings  and  sculpiures  bur

I thanks o the guidance of the
gentle Nellie Escalamie, my task
wis rather casy.

The first work (o speak out to
me in g somewhat obscure. yor
prrocise wiy wis the Treblinka
Shoes by Rafacl Montanc: Ortig,
which | had seen before but

which now eloquently hailed me and in its multiplicity and anonyimity, it
established a remote consonance with the solitary boots of my friend
Anselmo Rosa, an urbanist who sought to share the vital spaces of his life
with his countrymen, to reinforce relationships and 10 harmonize the
new with the old.

The worn face of the pefigante from Ponce immediately took me buck
ter the image of the mask-maker Alherto Gonzilez, innovator and apprais-
er of that popular art form tuken tw levels of unsuspected beauty, when
almarst without warning he abandoned us, leaving behind his sharp smile
and bristling horns,

Lastly, I found an image without a signature in the photo archive show-
Ing a group of neighibors in the Barrio, led by the Young Lords and carry-
ing clothes to the needy. That established an echo stretched by time of the
flashy shirt belonging to the pianist and composer Jorge Ciardova, his pro-
tecting embrace, brilliant wit and permanent presence in the wardrobe
and on my body,

Objects of the Absentee, the title of a serics which is still unfortu-
nately growing with the many acquaintances who are leaving and many
other objects which are staying, established a dialogue with the works af
irt of Bl Museo del Barrdo and specially, with you, the spectators.

AL
Abaove kel Antonio Martoret
Cityfedcs aled arusentte, 1993 (Obecs of e Almeniee)
Lrvain on pmiper, 456 5 60D in.
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Didlago con olifetos gue pertenecen @ Seres ausentes

DHalogo con una colecdion, que no es o mismo gue un didlogo colec-
tivo donde muchas voces contradicerian el binomio implicite en la pa-
labra didlogo. Pero de conteadicciones estd hecho el mundo, sobre todo
del are, ¥ en esta ocasion el didlogo comenzd como un mondlogo que
intenta dialogar con amigos avsenies, con fos objetos legados por ellos
cual mudos testigos de mi Bunento borincano,

Aiin #si, ni didlogo ni mondlogo son monoliticos v estos dibujos que
surgieron bajo ol signo de la epidemia del SIDA v los despojos de una
luchit a muerte, se aferran con el trazado del ceayon sobre ¢l papel a la
esencid de efa ausencia. Las botas de Anselmo, la camisa de Jorge v 1a mis-
cari de Alberto permitieron el duelo ¥ requiriceon ¢l rectamo, la denun-
cia ¥ el tesoro que supone
I reliquia creadi.

Luego vino b bisqueda
en bos archivos v anagueles
die El Museo del Barrlo de
una posihle corresponden-
cia a tmves del tiempo y el
espacio, de los oficios v [as
sensibilidades, de  los
generos ¥ ks generaciones,
Mo fue dificil la resaca de
dibujos, fotografias, pinturas
v oesculiuras guiado. por la
pentil Mellle Escalante.

La primeni Yoz en
dejarse oir de modo oscuns
per precise fue a de fos
zefrrtos del Trellinka dc
Eafzel Monratcy Ortiz, gue
vil conocia v gue ahora me
interpetaba elocuenie-
mente estableciendo en su multiplicidad v anonimae, marticio v agonia,
una recondita consomandia con ks botas solitaras del amigo Anselmio
Kaosi, urbanista que gquiso compartic fos espacios vitales con sus compa-
trictas, reforear relaciones ¥ armonizar o viejo con b nuevo,

D inmediato la anejada mdscara de vejiganie ponceno me remitid lrne-
medizblemente al mascarero Alberto Gonzilez, renovador v aguilatador
de ese arte popular levado a niveles de exquisitez insaspechada, cuando
cisl sin anunci nos abandond dejindo tras sisu sonrisa afilada, la erizg
da cormamenta.

Por tltimo, en ¢ archivo fotogrifico, [a imagen sin firma de un grupo
de vecinos en El Barrio capitaneados por los Young Lords v portando
prendas de vestir pam los necesitados, cstablecio un eco estrujado por el
tiempo de la Mamante camisa del pianista y compositor Jorge Chrdova, su
abrzo protector, brillante ingenio y presencia permanente en el FOpEro y
en mi persons.

Obyjeto del Ausente. titalo de una serie que desgraciadamente siguc
creciendo con tantas amistades que se van y otros tantos ohjetos que se
guedan, dialoga ahora con obras de are de 2 coleccion de Bl Museo del
Barrio v sobre todo, con ustedes los espectadomns.

ABML

Ak right Bafael Montafies Ortlx
Cluitdresr of Thedifriba, 19602 (Widos de Tretalanke b
Assomiblage of pajacr, carth, burni shoes and black paing oo wood, 17 % 13 % & in




RAQUELIN MENDIETA responds to CHANGO

In 1993, while visiting Miami, | collected a group of drivd coconuts,
whose interesting shapes attmacted my attention. These coconuts e
stowly becoming a series of small personal amulets ar fetishes, which |
have envisioned (in essence) as healing charms for the owner The visual
correspondence of one of these cocofetishes and a large painting in the
permanent collection of Bl Musco del Barrlo became evident while visit-
ing the museum recently, When entering the storage arca (o view the
paintng, | nodiced o series of coconut masks, also part of the collecrion,
which agiin brought the fetishes to mind,

The painting’s title, Changd,* has a thematic connection with iy
work as well. One of my sculptures from 1988, fashioned out of the bark
of a tree hit by lighting, carrles the same tide. | have thercfore deter
mined, that my work seems (o have been on the sime wave length is sev-
erdl objects In the Museo’s collection prior to the dialogue proposed by
this exhibirion,

Changd Eba: offering to Changd, is a new picce with this dialogue
in miind. The mixed media installation will include amongst its clements
severil of the aforementioned coco-fetishes, sections of the tree runk hit
by lighting in my yard, and a sort of lightning eod -double axe- staff The
clements will come together In the shape of a drum, and will be sur-
roumnded by offerings to the orisha, The ritual theough which the offering
is created. is & result of my own personal syncretism derived from sources
which parallel my direct experience.

R.AL

“Changa or shango is a deloy (ocishad Fom e Yoruba-Nigerion pantheon, A male
encrgy, he his on oocasion disgused as female o escape 3 situation. He is e
cnergy that commands fre, lghming, clcom and rghweousnes, be is symbwslized
by the colbes red and white, and i associared with the sumdser six, PBaraibed wilys
ol addressing this same energy are St Barbars, Dunga and Mars in the Catholic,
Tindu and Homean panthesn respectively.

Ragpualin Mendiem

i b Offoedog b e, 1995 (v Bl Dol g L Rrrigiy
Mixed nocdia instaflation, 108 = 108 % 108 6.

Diovmdago Garein

Chang: Nunenale o da Raza, 1979
fHlrampo Moy b e Reveed
Acrvlic o masionite

W x4 .

En 1983, mientras visitaba la ciudad de Miami, recogi un grupo. de
COCOS SUCO0E cuyas formas inferesantes me lhmaron Boaiencion, Con el
tempo, estos cocas se han ido convirtiendo en una serie de pegueiios
amuletos o fetiches persomiles, los cuales en esencia be imaginado comeo
whjetos de proteceion v buena seerte para ¢l duciio,

Al visitar El Museo del Barrio recicniemente, encontré uma refacion
visual entre una pintunt de gewn Gimatio, parte de ks coleccion perma-
nente del museo, ¥ une de estos cocofetiches, Bl titulo de 1 pintur
Clitngd, tlene una relacion temdtica con mi obre Una de mis esculiuss
realizada en 1988, hecha de la contera de un drbol desprendido [ror un
rayn, Heva el misimo titule. Cuando entramos en k saly que almacena la
coleccion ¢on objeto de ver 13 pinturs, noté una serie de neiscirs de
oo gue ambicn me recondaron a los fetiches. Por esto, considerns b
mi obra parece haber estado en la misma onds con varias plezas colec
clomidas por el museo antes del didlogo propuesto pars csea exposiclon.

Changd Eb: ofrenda a Changd, trata de una nuevi obra con este did-
loge en mente. La instalacion, de téonica mixta, inchrye entee otros cle-
mentos, varios de los coco-fetiches vo nombrados, seceiones del troneo
del drbol desprendido por un rayo en mi patio, v una especie de cetro de
doble hacha en forma de parareavo. Los elementos toman forma de tam-
bor y estarin redeados de ofrendas al oricha. Bl ritual, por medio del cual
ha sido creada la ofrenda, es resultado de mi propio sincretismo v deriva.
do de fucntes paralelas a mi experiencia directa,

E.M.

"Changt o3 mna deidacd forichay del pasiedn Yoroha de MNigerin. Energla maseuli-
M. e ceasion se ha disfrasido de mujer pae cecapar sifuaciones, Es Ta R
que manda el fuego, of rayoe, el saler v ks aceion juso; estd simbotisdo por s Co
lores rojo ¥ blincs v asockido con € nimero scis. Formas parlelas para nomor
ki dnisamg energia son Santa Barhar, [irga v Marte, en la los pantednes canddico,
hindi v romano, respectivamente,




Amalia Mesa-Bains
Muzraam of Fatime, 1595
FM s e Fratfaia g
Blincd meliz instalkidion
Appro. 108 i wide

This work is in keeping with the Mexican tradition of dressing the
saints, virgins and other sacred icons. This readition is an aspect of per-
somalidng onc's spirituality in an intimate and caring practice of domes
fic cralt and religious devoton. The mimiatore museum and its contents
pay homage o the Viegin of Fatima, The Virgin appeared every month of
the thirteenth day between May and October in 1917 in the wwn of
Fatima, Portugal. She appesred w three young chikdren, Luck, Francisco
and Vicenta and was confirmed by the Miracke of the Sun witnessed by
70,004 people. Her prophecies have been o source of mystic revelation in
modern Hmes,

Spiritual life has often been ted po the mystic histories of cultures, In
this sense Fatima has her antecedents in the Arablan Moongoddes made
micrtal as Mohammed's dasgheer and was called the Mother of her Father,
Fatima meant Creatress, A Shi® text, Omm-al-Kitab sald she appeared “at
the creation of the material world” crowned, seated on a throne, holding
a sword and ormamented with a million varicolored shimmering lights
which illuminated paradise. As a Holy Virgin she was symbolized in the
crescent moon which still appeiars on the Islamic flag. As the great god
dess she was pant of the anclent matriarchal societies and was also known
a5 the Source of the Sun, Tree of Parudise, the Moon, the Fate, the Might,
the Winrdd, the Pure Essence of Being and personificd the center of the
genealogical mystery.

These two figures of Fatima, the Catholic and the Arabic represent the
Hestizafe or mixture of complex cultural histories which are part of con-
temporary identity. Futima with her layers of myth and devation are pre-
sent in this tiny bulfo carving that | have chosen to respond to through
the minfiture museum. Sincere decoration, passiodn, the feminine and
tomestic space are all part of my homage 10 Fatima. The reworking of the
museum, wirh all its implication of colonial domination and misinterpre.
tution, is the perfect vehicle for reuniting the lost ancestry of our little
Fatima. In this space the rich layers of her cultural and spiritual geneaio-
£Y can be presented in all their critcal complexity. As artists we serve to
redeem our cultural past and 1o give visual language to our spiritualiny.

AMB,

" Camphe], useph, The Mask of God: Oriengal Mytholegy, New York Viking Press, 1962 P R
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AMALIA MESA-BAINS responds to the VIRGIN OF FATIMA

Este trabajo armoniz con Lis tradiciones mexicanas de vestir a los san-
LS, ViREnes ¥ otros iconos sagridos, Esta tradicidn o8 un aspecto mas de
la libor de personalizar |2 espirioealidad individual en términos de una
practica de aresania doméstica v devocion religiosa. E| museo on miniatu-
rd ¥ su contenido rinde homenaje sl Vicgen de Fitima. La Virgen apare-
cld el dia rece de cada mes entre mayo v ocrubre del afo 1917 en el
puehio de Fitima, Portugal Se les aparecio a tres nifios, Lucia, Francisco v
Vicenta, la aparicion fue confirmada por el Milagro del 5ol presenciado
por 70K personas. Sus profocias siguen sicndo una importante fuente
de revelachon mistica en nuestros hempos.

La vidlas espiritual con frecuencia ba sido vinookada a g historias mis
ticas de los puchlos. En este sentido, Fitima tiene su antecedente en la
diosa lunar ambe gque cobro vida come la hija de Mahoma y quoe se
conoctt como la Madre de su Padre, Fatima significaba Creador. Segin
un texto shi', Ommesil-Kitab, Fatima hizo su apadicion en ¢ momenio Jde
‘A creacion del munde marerial® Nevande una corona, sentada en wn
trono, portandn una espada ¥ adornada con un millén de luces intermi:
tentes de muiltiples colores que Guminaban el parmiso, Como Virgen Santa
su simbolo era fa mecdia luna que aon aparece en los emblemas islimicos,
Coma i gran diosa que era, formaba parte de las antiguss sociedades
matriarcales y era mejor conocidi como la Fuente del Sol, el Arbol del
Paraiso, k. Luna, ¢l Destino, la Noche, el Mundo, la Esencia Pura del Ser v
personificaba el cenoro misawe del misterio genealogico.!

Fstas dos figuras de Fatima, la catolica v la drabe, representan ¢l mesti-
wje o0 mezcly de complejas historias culturales gue forman parte de la
idemtidad  contemporanea, Fatima, con sus diferentes niveles  sobre
puestos de mito v devocion, aparcce en esta pequena escultura de bulto
con la que he decidide entablar un didlogo por medio del museo en
miniatura, Decoracion sincera, pasion, ¢ cspacio femening v doméestico,
todo forma parte de mi homennje a4 Fatima. La reinterpeetaciin del
mesec, con todas s imphicaciones de B dominscion oolonial v la repre-
sentacion falseads, es €l vehiculo idoneo pam reunir la antighedsd pendi-
da de nuestra pequena Fitima. En este espacio los ricos niveles de su
pencalogia esperitual v cultural pueden ser presentados en toda su coimn
pleficlad critici, Como artistas nuestro cometido consiste en redimir nuestro
pasado cultural ¥ brindarde un vocabulario visual a nuestra espiritualidad.

AMB.

! Campabell, Joseph, The Mask of God:s Orienal Mythology, Mew ¥k, Viking Friss, 1962 o S

Artist Unknown

La Vizpen e Frdtdioma, nad
(ir Loy of Fatima)
Carved, pamted wood
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OSVALDO MESA responds to RAFAEL COLON MORALES

When | saw the painting, Hueso, by Raficl Colon Morales, it Brought
back images of my childhood. A chiidhood with MEANY SUrrogace gramd-
mathers, One grandmaother in particular, had every corner of her home
filled with shrines and mysterious objects. As a child 1 thought her house
was wonderful, | would spend hours trying 1o unlock the mysteries
behind the army of relics.

Forumuiely for me, | never outgrew my fascination with the nEgicl,
This enchantment has become the catalyst for 2 personal and artistic jor-
ney of discovery and reclaiming my cultiral identity,

CoML

ryaldo Mesn

Forl, 194915

Fle)

Mlixexl meelia Enstalliion
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Rafael Cobin Morakes
trecsn 4 1973
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Al ver por primera vez la pintura Hweso de Rafsel Colon Morales, me
trajo recuerdos de mi infancia.., una infancia llena de madres substitutas
Una abuela, en particular, tenia aliares v obictos misteriosos en cada
rincon de su hogar. De pequefio pensaba que su casa ora una maravilla,
Me pasabi horas ratando de descubrir los secretos que escondin el
arreglo de las religuias.

Por fortuna para mi, al erecer nunca logré desligarme por completo de
esa fascinacion con o miagloo. Este encanto se ha convertido en el cats-
Hzador del viaje de descubrtimiento personal y artistico quae se almna al
reclamo de mi identidad cultural,

.M,




GERMAN PEREZ responds to LORENZO HOMAR

[

Gerimnn PErce
L Aparicide, 1995 §The Afiaritiog)
Acrylic om sharioolly sormi, B4 x0 100 i,

Africe doesn'l et po of the Wack person, whichever bissber country,
regaraiess of wiere besshe & from or o wwbeie besshe (s poing”
—facgiies Seplon Alexis (Haiif)

I was decply gratified to fnd a black virgin among the wonderful reli-
gious bcons of Puerto Rico in El Museo del Barrio's collection, hecause
European religiows iconography, predominant on this island as in the rest
of the Caribbean and in all of Latin America, is full of mcist sicreotypes
-4 imagery consists of white, blond and green- or blue-eved beings,

Crenerally speaking. Latin American religious symbiols (Indian, Mcstizo,
African) secupy the demeaning status wsually associted with witcheraft
and the cocult powers, It scems as though it weren't enough thar we ane
poor o this earth, but that we most also end up in Hell

Even today, when someone of Buropean ancestry sces one of us lght-
ing candics and incense at home, hefshe perceives this as Devil worship,
Adif the color of one's skin could berray the color of one's soul!

For many years, our neligious hicracchics had to mimic the Catholic
ramtheon, That's what 1 sense in the work of the Puerto Rican master
Lorenzo Homar, Chr Lady of Monsterral (patron saint  of
Hormigueros). T felr as if 1 had found another one of our African deities
hidden under a Catholic cloak,

With the piece | am presenting in this exhibition, | wanted to join the
black Viegin with some of its sister deities from Africa

Cpin— Elegua—Yeyvemia —0chin—Ochosi—Changd

G
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“El Africa no defa en pax al negro de cualguive peis gue sea, of fugar
dogtee tierie o donde va”.
—facignes Steplen Alexis cfiaiti)

Me lend de sdmiracion encontear una vicgen negra cotre e maravil-
levse mugscko de ljconografia religiosa de Puerto Rico en I coleccion de
El Museo del Barrio, va gque en esta isla, al igual que coma sucede. en ¢l
Carthe v toda Latinoamérics, i iconogralis religioss curopeds -gue st
ke dé estereotipos raclstas- o5 13 que  predomina, con sus imagenes de
seres Mancos de pelo rubio v ojos verdes o azules

For I regular los simbalos religiosos de los latnoamericanos (scan
estos indios, mestizos o alvicanos) ocupan un lgsr denigranie asocido 3
i Brujeria v oo poderes ocultos de maleficio, Como si no fese suficiente
con ser pobres aqui en la tierea, el inficrne sl pimbién reservado pars
TR TS,

Aun en estos dias encontrames personas de ascendencia curopes gue
cumndo ven @ ung de nosctros encendiends una vela o incienso en el
hograr asocion estas actvidades como ona invocacion al diablo o a los
demonios, (Cdme siel color de T el pudiera describir el color del almal

Por afios nuestras jerargquias religiosas han tensdo que sineretizirse oon
las entidades catdlicas, v fue eso procisamente ko que senti al ver L obra
el maesiro puerterrigueno Lorenzo Homar sobre Nuestra Sedlora de
la Monserrate (patrom de Hormigueros), Sentl que enconteé um de
nuesiras deidades africanas escondida bajo el manto  catolico.

Con la obra que presento en esta exhibicion quise reunic a la virgen
negra con algunas de sus deidades hermanas de Africa.

Opiin — Elegud — Yemayd — Ochibn — Ochosi — Oyl — Changod.

OGP
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Lorenan Homar

Lo Momserraie Milagro de Hermmipners,
E95% (e Ledy of Monsermale Miracke of
Faradgaeras ), Sikecreen, 27 % 17 i,




ERNESTO PUJOL responds to PAPO COLO

I found Papo Codo's late 1970 angry piece intrigoing. As Jeanetie
Ingherman wrote then of his work, Colo had been increasingly abandon
ing the vse of color and was experimenting with the use of bk in his
paintings. Although 1 am interested in experimenting with the YEOY O
site, that is, the use of white, my study parallels Colo's. Therefore, 1 have
placed a thin gray and white pancl next to his thick black and white
prece, creating a temporary diptych in order 1o cxplore a color relation-
ship which has rditicnally been violent, even at the eeligious level, The
Christian evangelization of America is responsible for some of the most
brutally cruel chaprers of its history. Colo’s cruciform piece is confronted
with banality, a sort of bourgeois garden with Peter Pan angels.

ER

Erncatn Pu_lul
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Me intriga el apasionado trabajo que Papo Colo realizd a fines de los
arios setentd, Come eseribdd enionees Jeanette Ingberman acerca Je sy
trabvajo, Colo habia estado abandonando pavukitinamente ¢l empleo de
muchos colores y estaba casi exclusivamente comprometido a explorar L
imagen v ¢l usa del negro. Aunque me interesa explorar la presencia del
Blance en mi trabajo «color opuesto- mi vidje parcee ser paralelo al de
Colo. Por [o tanto, he colocado un pancl gris vy blanco en ¢l mismo sitio
de su trabajo donde ¢ coloca blanco v negEro, creando un diptico fugas
que tiene por meta explorar B relacion entre los dos colores que ha sido
tradicionalmente violents, inclusive a nivel de religion. F evangelismao
cristiano de Amdrica es responsable de algunos de los capitulos brocal-
mente mis crucles de kb historia. La pleza cruciforme de Colo esti con-
frontada con 13 banalidad, una especie de jardin burgués con angeles de
Peter Pan

kP




GLORIA RODRIGUEZ responds to JORGE SOTO

Gelwrrin Bosdrigues

CXrter of e Clerditinns 1995
fCrideG e fow Crrsfimos )
Acroilage

52 % 360

Christ of the Christians

A painting and small jewel by Jorge Soto, in Bl Museo del Barrio's trea-
surithle collection, depicts Christ as the King of the Jews. Suspeended and
crucified, He s naked and shown in black human form, sscrificed as the
Lamb of Gl wheo taketh away the sins of the world This powerful image
of the Son of God, Ruler of man, shows Christ being purified by flames,
so thirt He may be made worthy to meet His Creator,

In the union of the Three Divine Persons in one God Head -the Father,
the Son, and the Haly Spirit- the crown of thorns tminsforms befirting the
Momarch, The crucifixion s glorified into the one cross form and the
Names of fire yick! to a golden llumination of branches signifying the
Resurrection. The blood is 4 means for constant remembrance of
mankind’s sabvation from sin through the atonement of Christ. The edlon
is symbaolized in the Image of God and our Universal Saviour and humbly
known as Christ of the Christiins.

LA R
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Bl Cristo de los Cristianos

Una pintura de Jorge Soto que es una jova y que se encoentri en el
tesorg de la coleccidn de Bl Museo del Barrio, muesiea & Jesucristo como
el rey de los judios. Suspendido y crucificado, esti desnudo y ha cobrudo
l# formg negra de un ser humano, sacrificado coma el Cordern de Dios
que alivia los pecados del mundo. Esta podeross imagen del Hijo de Dios,
sefior de los hombres, muestri 2 Jesucristo purificado por €l fuego de
manera tal gue pueda hacerse digno de conocer 3 su Creador. Bn la unidn
de las tres personas divinas en un solo Dios el Padre, ¢l Hijo v ¢l Espiritu
Santo-, la corona de espinas transforma b imagen del Cristo dobente en
la fmagen de un Monarea. La Crucifixion se glorifica por ks forma de la
crie y las flamas del fuego gque ceden a una ilominacion de ramas gue sig-
nifican la Resurreccitn. La sangre o5 un recondatorio constante de la sal-
vaciin del hombre del pecada a través de la redencitn de Jesucristo. El
icono se simbolizi en la imagen de Dios, nuestro salvador universal y
humildemente conocido como ¢l Cristo de los cristianos,

LEH -

Jorge Soko

Chrdsd of the Christiars, 1967
(L rErn el Sod crdariidnoad )
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FEDERICO RUIZ responds to a CRUCIFIX

Throughout my childhood and for many years of my adult life, [ had
constantly searched for an answer to the guestion: Does “God” or a *high-
er boing” cxist?

My childhood spiriteal experiences exposed me oo Catholicism and
Santeria (the merging of ancient African beliefs with Roman Cutholic
convictions). My adult life has been spiritually eclectic: [ veered through
Buddhism, the Quaker Friends, Meher Baba, erc. Eventually [ realized that
I could never study or join all the different religions in existence in order
to find God or a higher entity.

Revelations #2 (a revised version of Revelations #13 is the end
result of my quest for divine truth, 1 created Revelations #1 in 1980 for
the Bedford Stuyvesant Restoration Corporation’s first Black and Hispanic
Arts and Humanities Festivill. Al the opening reception, a wise priest who
ohserved my sculpture gave me the insight to realize that God s always
with me. He told me, “The mwo crosses symbolize vou and God by your
side" At this moment [ experienced my first revelation; God is always con-
nected o me, and topether we ame one,

I chose El Museo's cross because of its universal spiritual significance.
I exhibit Revelations #2 as a way of sharing with you my spiritual reve-
tation. 1 invite you, regandless of you bellefs, to sit, kneel, pray or meditate
with the hope that you will find comfort with our own spirimal quests,

FR.

Pederico Ruiz
Ketndabiog 2. 1905
fRevelacianes =2}
Mixed media m=sallaisn
168 5 156 % 106 ink,
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A Lo laego de toda mi nifer v dursnte muchos afios de mi vida adul
habia buscado una respucsta a by aguejante pregunta ;Existe Dios o algin
SEr BOpCrior?

Las experiencias espirituzies de mi infancla me revelaron ¢l citolicis
ma ¥ I santeria (13 fusion de antiguas creencias africanas v las convic-
ciones cottices romanas), Mi vida adulta basido espiriualmente eclécti-
ca;me desvic por ¢l budismo, los amigos cudgueros, Meher Baba, etc. Por
fin me di cuenta que nunca podria estudiar o unirme a todas s diferentes
religlones con el fin de encontrar a Dhos o a un ente superior equivalente,

Revelaciones #2 (una version revisada de Revelaciones #1) es ¢l
resultado fimal de mi bisgueda de la verdad diving, Cree Revelaciones #1
en 19680 pari el primer festival hispano v afronmericano de artes v
humanidades  patrocinado por The Bedford Stoyvesant Restoration
Corporation, Durnte la spertur, un cunt muy perspicaz que obseevitba
mi escultura me indicd que DNos se encontraba siempre dentre de mie Me
dijo:“Las dos cruces te simbolizan @ ti y 4 Dios a to lado™. En ésec momen-
0 experimente mi primera revelacion: Dios estd slempre a mi lado, v jun-
LExs SOMGS UK.

Seleccions la cruz de Bl Museo por su universal significade espiritoal,
Expongo Revelaciones #2 como una forma de compantir con ustedes mil
revelaciin espiritual. Les invito, sin importar sus creenclas, 1 sentarse, i
arredillarse, a rezar 0 a meditar con la esperanza de gue encuentren con-
suclo cn sus Maisquedas espirituales,

ER.




FANNY SANIN responds to the SANTOS COLLECTION

Faniy Sanin
Avrplic =5, 19K
{ACriE =5)
Ayl om canvas
G4 x T2 xin

T aecompany my own work | have selected four picces (o the
permnent collection of El Musco del Barrio. They are the Three Kings
and the Firgis Mary, | can relate my own work to this selection in
multiple witys, First of all, the composition and structure of my paintings

for many years have included three sections defined by the duality of

axtal symmetry (lanking a central portion. The fourth element of my
paintings is color, which represents spirituality. Secondly. the relationship
between my painting and the sartos | selected to exhibir is hased on my
profound admiratien of religious folk art, which has always touched me,
and reaffirms a spiritual meaning that all these works convey, albit in a
very dilferent manner, Kandinsky, in his book Concerning the Spiritual in
Art, says: “The artist possesses the right aned duty fo weork with forms
attd cofor and make the fudgments found Recegsary fo aolbivpe e
desived goals.. The work of art §s bove of the artist in a mysterious and
secrel way From the artist & gains fe and befng. Nov i fis existence
caseal and inconsequent, but it bas definite ard purposeful strength
altlee In it recterial and spiviteal Be, It exists and bes [rewter bo crete
sinrifeal atmosphers,”

E5,
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Mi seleccion de trabajos de la coleccion de B Museo del Barrio para
acompanar mi ey consiste de cuatro piczas: los Tres Reyes Magos v
la Santa Virgen. Relaciono de forma muldple estas cuatro piczas con mi
propio trabajo. En primer lugar, desde hace muchos afios la compasicion
v Ja estructura de mis pinturas ha comprendido tres secciones. definidas
por la dualidad de um simetria axial 2 cada kado de una porcidn central,
H cuarto elemento de mis pintusis es el color, que conlleva un sentido de
espiritualidad. En segundo lugar, la relacidn entre mi pintura ¥ los santos
que he decidido exhibir se basa en ln profunda admirscidn que ke he
tenido il arte folcldrico religioso, que siempre me ha conmovido, Mi
trabajo comparte con estos santos una reaflrmacion del significado
espiritual que comunican todas estas obras, dungue sea de manem
completamente distinta. Kandinsky, en sus libro De lo capiritual en el
arte, dice: “E artista tlene ol derecho y el deber de trabajar con farney
¥ oeodor 3 de fuzpar de manera tal que pueda lograr los objetivos
deseddos.., La obra de arte parte def artista ¢n forma seceela y
mifsteriosa, Del artista bereda la vida y el ser Su existencia ompoco es
casual e inconsecuente, sine gue a la ver tene wn Poder defivitivn y
tn propdsito deferminado en su vida materiol ¥ espivitual Exviste ¥
tiene ef poder de crear una atmdsfera espivitual

ES.

Artisi Unkoown

Virgese e o Mavrresrrale, n.e,
(Chur Lady of Morsersess
Carved, paimed, pegped wood
Taixlawa?imin




ANDRES SERRANO responds to RAMON MARTINEZ

Anzdrés Serrann

N Cfvaritde I Peprie 1903
FSermidse Clatifele 15, Parisy
Cibachreeme, silicone, p}l.'HIE;lJ!'H
gl waxnd frmmi

AL x 52 i

=The MARVELLOU'S thing is it's painless.- he said. -That's how you
kmowe when i stars

=15 3t really?

~Absolutely, 'm awfully sorry about the odor though. Thar minst
hother vou,

=ran't! Please don'i!

-Look @t them, he sald. Now is it sight or is it scent that brings them
like theat?

texcerpt selected by Andrés Sermno for this exhibit from The Snows of
Kilimanjaro by Ernest Hemingway)

AL

LT

-Lo MARAVILLOSO es que no duele -dijo-. Asi sabes cuindo
Comiened.

-iAsi o crees?

~Par supuesto. Pero perdona Lo del olor. Te debe molestar

-Mao! jPor Bvor, no o hagas!

-Miralos ~dijo-. (Te parcce que es la apariencia o el alor lo que los
atrae de esta manera?

fpasaje seleccionado por Andrés Serrano para esta exposicion de fas
Nieres def Kitfmanjaro por Ernest Hemingway)
AS,

Rainwan Msirtimez
i de Moo, 1973
{Pative Nesied ety

D4l an Gavas
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CARLOS ORTIZ SUENOS

Carlos Orilz Suefios
Carpuitley e fog sraddos, D995 fCBaped off Dvevrmz)
Mixcd media installazion with video, 9% < T200x 72 in.

“Ared oeer dead omes are withie s '?'rld.q'_p
&0 prorme 15 feft bebind.” tile Pt srofned ferng
=Mercedes Sosa e faeteere fuep, Bt ao st
Megnieirdnlfe.,
The Present Rudes Deplacatde”

—. Snieiiors

e Amerindians from the Caribbean (oirca 1500 AD were the first
ones osuccumb  European influence. Thelr dances, music, poctey, the
ater and scicnces, unknown i s, disappeared without witness or trace.
Their routines, thelr rmals of daily e and death which guided them o
the Great CreatorShaper, we can only imagine.

Today {circa 1995 A D peering inoo the XXIst cenmiry,., in order 1o
change reality from within, | rommage through my coltusil baggage and
survivil mutines secking the “EverPresentEnergy” the source of Life,

Emulating the priestarchiteot of our ancestors 1 have assemibled this
chiape] of “PaperClayDireams” [ utilize whatever we have in common -sea
forms, clay vessels to cat and paint from, ship cbiy vessels astronomical
time-keepers linking themyus.

In order to Gnd solice and rake refuge.., my prayer is;

Mever fall oo indifference
thit blinds the soul into fear and inertia.

The dance of survival.., thar is, life continues,

Cur common bond is future's uncertainty. Open chested,

breathing and moving rhvthmically

wiee traim our mind and physigue to master our vital forces,

In owr gquest for the knowledge of survival

wz find through the myvages of time, what sustains us...

the essence of life... creativity and the sharing of human warmith

With this knowledge we offer ourselves to the Great Shaper-Creatorn, Love,
s
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responds to PRE-COLUMBIAN ART

Y feas arrderfons deribro ofe Rosolirog
Jret e gl ofrede airds”
—Mercedes Sosa

“Hoy of fasado defa de exiativ

el fradudrn. i mes Nega...

¥ ReemiTes.,,

ol fresenie dge foiilacaiNe”
= Sneios

Los amerindios carbefos (1500 D0C) fueron los primeros gque
sucumbicron ante ¢l oleaje avasallador de los europeos, Sus ciencias,
bailes, musica v artes tearrabes, desconocidos pard nosotros, 0o dejaron
testign ni rasiro, Sus ritos de vida, miting y mueerte que polaban el camino
al Gran Creador-Formador, s6lo podemos imaginarios,

Haoy (15995 10C) atistsindo al siglo XX

para cambiar la realidad de adentro pa’ fuers

rebusco eniee mi bagaje cultural ¥ mis rutinas de sobrevivencia

para lepgar a la EnergiatlempreYiva, B fucnie de la vida

Emulando al sacerdote-arquitecro de nuestros ancestros, he ensambala-
do esta capilla de PapelBarroySuenos, Pam tomar refugio v solaz.. mi
oracion es

Munca caer en la indiferencia
que cicga el alnea v nos Heva al miedo yva ainercia,

Uitilize lo que conooemos on comin: frmas marilinms, marcipasos
ASTPAOMICOS, vasijas de barmo para comer v pintar, nave-vasijas para nave-
gar uniemndodnos. Compartiendo la incertidumbre de o fuguro la afronte
maos 3 pecho abierio respimndo ¥y moviendonos Aimicamente, entrenzn-
di la mente y el fisloo, amacstrando B fuerza vital en nosotros, Todo esto
hecho en el espirite de compartic dinamica v creativamente los
conocimientos ¥ logros de la sobrevivencia, del calor humang, v asi olre
cermos il Gran Formador-Creadaor ¢] Amor

.05

Taind, Dommican Repubii:

Fre-Codrmbiian fogt shafead vessel oo, TOC0-FS00 4 Th
st prvgvaloom i eff o de Bolde

Firex chy, Lengthe @ a0




FORGE TORO responds to SAN JOSE

My family s originally from Hormigueros. in Poerto Rico, a tiny village
also home of the Samtuario de Nuestra Sefiora de la Monsernate (Shrine
af Our Lady of Monsereat). Constructed at the request of the Virgin her
sedf i mirsculous apparition, this church i ome of the oldest structures
of the New World and was the focus of much family discussion, Catholic
family members venerte the shrine, while Protestant relations pointed
out that the Virgin made an identical request during a miraculous appari
tion in ltaly

My awn childhood “shrine” was The Cloisters in New York's Fort Tryon
Park. There, anclent and anonymous artifacts similar 1o this San _fosd
wore veneriied as "art” The reliquary F Make AN Things New , draws
from the same impulse 1o create objects that tell 4 story for reflection.
Here my father, beatified, is treated as were medieval saints. His weekend
carpentry and home repair are his acts and have been placed in a Biblical
context

ETL

e Hille ¥s from Repelations 2105, The photos were done i collabora-
P cedth fliwstoscniitralist Jennifer Sloan),

Forge Toro/ Jonnifer Sloan

T Aol anl! Things New, 199
{tdagn fodag fag cosrs Naeoas)
Mixal medn soalpiune

Hix 18 x 18 .

L]

Artist Unknaown

Sarii i, 0l (e fossiib
Painteed wegod

Trix 2adx 1 3y i

2 miewresl arpepilar base,

1 wix 5 smim,

Mi familia e originalmente de Hormigueros, Puerto Rico, un
pucblecito donde s¢ encuentra ¢l Santwario de Meestra Seiora de la
Monsereate, construido o peticidn de la Virgen misma después de una
aparicion milagrosa. Esta igesia es una de s esteructuras mas antiguas del
Nuevo Mundo, ¥ nos ha servido de tema de conversaclon Gmiliae Mis
parientes catdlicos venern ¢l santuario, en @Eno quc los micmbros
protestanies senalan gue la virgen hizgo una peticion similar durante una
apuiricion en [talia

El altar de mi nifez fueron Los Claustros, en el parque de Fort Tryon de
Mueva York. Alli, artefactos andnimos antiguos similares a cste San_fosd
son veneridos comi “objetos de arte”. Bl relicario Yo Hago Todas las
Cosas Nueras, proviene del mismo impuolso de crear objetos gue dicen
una historia parst reflexionar. En esta picza mi padre es beartificado, de 1
misiti lorma como se hacia con los santos medicvales, Sus hechos son
sus trabajos de carpintera de los fnes de semana v sus repamciones
caserds, los cuales han sido colocados en un contexto biblico.

ETL.

(& titido provdene de las Reveleciones, capitulo 27, versiculo 5. Las folos
Sueron hechas en colaboraciin con fa fdoesculturisia fenmifer Sogn)




JOSE ANTONIO VAZQUEZ responds to CARLOS RAQUEL RIVERA & JOSE ROSA

Jost Antonio Visgquez
Alreer; Breck i Case of Envevgency, 199494

fAferr: pmifrer e caso de SR
Mexcd media/Film-pliotos-Lares & Sand
Dhox 144 X 120 in.

The llama was never mentioned in the Bible as weren't many other ani
nals and cultures particular to the Caribbean Basin and its Maternal Land:
America Latina, Borfien, AKA Poerto Rico was  inhabdoed by Arawak lan-
Buage groups known as Igneei, Tainos and probably other variants of this
stock we'll never know, Interestingly, all of Morth and South Americn
weren't mentioned in the Bible; a hook that is ethnocentrically and polit-
ically incorrect. Bible politics has by means of colonization Implemented
its religio-political forms of repression into the syneretized fives of the
Mestizaje: that so-called New World peaple were forced to violently
accept. The political power of the Church and State through the vehicle
of biological genocide, the demographic displacement of coltures, the
repression of indigenous values and morality, have all contributed histor
bcally 1o the shaping of the Puerte Rican spivit in league with the ten-
thousand other nations that once inhabited the grand cultural Diaspora of
the Western Hemisphere as well as Africa.

The spiritual in miy work eccurs subtiety and is biased by this concept,
Photographs appear mysteriously, acute heand stofies manifest them-
selves, birthing music, lilm or photo concepns, Objects and subject get
rendered or reflected in a new L,

Bring exposed o a life filled by cosmopaolitan chaos, o trapical culture,
colontalism, emutional angst, religion, wilderness hack COUnbry experi-
ences, marriage. death and the Arts has vielded and Archive of privace visu-
il memorkes, unproduced music and a developing flm craft,

Filmmaking has taken a precedence In my broader exploration of
Human MNature. Film allows me to re-generite my sub-conscious, to more
broadly explore the empathy | feel towards our species and the planet. By
incorporiting many years writing, still photography and music 1 hope 1o
reach some glimpse of any cosmic meaning at all.

JAN

_!-l'

La llama es uno de los tantos animales que no se menclonan en la bi
blia; tampoco son menciomidas las culturas de ki cuenca caribefia v su
tierra madre: América Lating. Bordgeen, ambicn conscido como Puerto
Rico, fue haldtade por los grupos lingtiisticos arawak tales como igneris,
I2in0s ¥ otras variantes del mismo lnaje que nenca se conocerin. Un dato
interesante es que I biblia po hace mencion de América del Morge ni de
America del Sur por lo tanto es un libro etnocéntrica y politicamente
inapropiado. La politica de 1a biblia ha sido implementada a ravés de la
colonizickin y sus formas seligiopoliticas de represion v a cobrado una
vida sincrética en ¢l Mestizaje. Los pueblos del lamado Noevo Mundo noe
tuvieron mils remedio que aceptards por medio de la viclencia, Bl poder
politico de Ia iglesia y ¢l estado, el vehiculo del genocidio biclogico v el
desplazamicnto demogrifico de las culturas, la represion de los valomnes ¥
moniles indigenas, son algunos de los clementos que han contribuido,
historicamente hablando, a la formaciin del espiritn. de Puero Rico, Bae
€4 un proceso historico similar al de los diezmil puchlos que hibitaban la
gran diaspora culturl del hemisferio occidental v del Africa.

Lo espiritual en mi trabajo ocurre de manera sutil v ¢sti un @anto pre-
dispuesto por estas considernciones. Las fotogratiss aparcoen misterioss.
ML, Cucntos ¥ un odr aguido se ponen de manifiesoo, dando lugar a con-
ceptos de musica, de cine, de fotografia. Los objetos v los sujetos son e
presentacdos o reflejados bajo wna sreea fux

El haber estado expuesto i una vida liena del caos cosmopolita, a ung
cultura tropical, al colonialismeo, a kb angustia existencial. a a eeligion, a las
expericncias de kx vida silvestre, al matrimonio, 4 3 muoerte v a las artes,
ha rendido sus frutos; un archivo privado de memorias visuales, masica
quc ain no ha sido producida y un oficio cinematogrifico que voy
desarrollando,

La creacion clnematogriafica ba cobrado particular relevancia en mi
amplia exploracitn de la Naturaleza Humana, El cine me permite regene-
rar o subconsciente. Para explorar de manera més profunda boe que sien-
tod por muestra especic ¥ por el planete. Al msitar de incorporar a paves de
muchos afos los procesos de la escritura, b fotografia ¥ s composiclon
musicil espero poder alcanzar una vision aungue sea parctal del signili-
cado cosmica,

JAY,

Josi Bosn

E ancaienirr, 1972
{The Facosnder)
Silkscreen

2% 3 in




MANNY VEGA responds to JOSE ALICEA

When [ first read Bio Grande de Loiza, my life was very different from
where 1 am today. Back in the carly 70, there was so much activity that
it was difficuls for me w comprehend such o piece, My own way of think-
ing and living seemed like a desperate rosh (o exist in the mament. As an
artise, myy greatest struggle was o seck a sense of identity out what life
had presented to me.Although Mew York is my place of origin, something
very specidl happened o me “ingernally™ when T visited the mountains of
iy peirenis’ homeland in Puento Rico.

That encounter with the carth raised g whole new series of questions
anel discoveries about “who™ T am.

In 1984 [ made the frse of many trips to Salvador, Bahia, Bragil, wherne
I found a “path” that made me walk laps around oryself. It was through
these long journeys that [ was able @0 come back o where | staried, mo
“see with my soul” and o realize tha o)l I've been looking for has been
thizre betore me all along.

T Julia, my salutations. ..
Baimisume, C3Ch

Jost Alicen

Ridr drrperedte gy Lodze =0 ], nd.
firreat Kiver of Lodme =010
Intaghio prinl

1634 x 22 vmin

Cuando lei por primera veg Bio Grasde de Loiza mi vida era muy dis-
tina a ka gue goea oy en din, A principios de los afios setenta habia tanta
actividad que me era dificil comprender esta oba, Mi manera de pensar
¥ e vivir parccian un desesperado intento por existir en ¢l momento.
Comm artista, la lucha mas importante conslsta en trar de csiablecer un
sentido de identidad demra de los pardmetros que i vida me habia
deparado. Aungue sov oriundo de la cludad de Nueva Yok, algo muy cspe-
cial me ocurrid, internanente, A visiar s montanas de a patria de mis
padres, Puerto Rico. Ese encuentro con b therra desencadend poda una
seric de cuestionamicnios ¥ permitid otros Entos descubrimientos acer-
e de mi misa,

En 1984 hice el primero de muchos viajes a Sabeador, Bahia, Brasil,
: donde encontré un “sendero” gque me condujo a o inesperado dentro de

i - - i e mi misme A Lo largs de estos extensos viajes, pude regresar al lugar donade
'BA DSEAM,  ALASE ari EWE m:-ﬂ:ﬁmzﬂﬂﬂ CMPCCE, Cosd qulfgml‘: permitio “ver con rl.'l nI!::H." ¥ -;.'Iir:nl: l'.'l.ll.‘l'.l.ﬁ e gue
Manny Vega toden b gue bie estado buscando alli se encontraba desde el principio,
vt dag apres, 1995 A Julia, mis saludos.

Watercodor Kanaure, 0900,
22 1K W M
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PABLO YGLESIAS responds to RUBEM VALENTIM & NESTOR OTERO

Taliler Vighesias

Cerbrn Prssege, 1991
T T e T

Mixed naedin dnsimlagion
A xITHO

My shrine is built on the strength of faith_ It is formed by the narrative
of memory, and infused with a futile obsession with resurrecting a lost
Home that can only be recreated in a space for ritual evocation,

It is dedicated o my Cuban grandfather, a doctor, Like many shrines, it
wells storles, conceals then reveals, heals, and s constructed 5o a5 o give
off discharges of electricity. Both Yalentim's Yoruba shrine prints and the
santo figure perform in a similar manner All three also resonate with the
vibrant and powerful impulse in Carlbbean refigious cultwre, indeed in
everyday life, to juxtapose or mix seemingly disparate elements inoo @ har-
monicts and meaningful whole.

[ act on this uege o0 put wogether the ancient and the modern, the
afroyEura/Indo, to buikl a structure to withstand the natural and psychic
clements of chaos, to withstand the subjectivity of memory, to endure
great fr voyaging distances; I do this by plawcing the santo in frong of the
prints, and by juxtaposing them both with Cuban Passage.

It is an act echolng the ebb and fow, the swiding mix of eddying ele-
ments theit sospend and sustain, like a maft sheine, the parcatives of the
Americas on thelr own cosmic passage through time,

By,
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Mi altar esta construido con el poder de la fe. Esti formado por la ma-
rrativi de B memoria e imbuido de b obsesion il de revivir un Hogar
perndido gque solamente poede ser recreado en un espacio con el fin de
UEL CVOCACTon ritual,

Esti dedicado a mi abuche cubano, un doctor, Al igual que tamos otros
altires, éste cuenta historias, csconde y despuds descubye, cura; et cons-
truido de manera tal que emite descargas eléctricas, Tanto las serigrafias
de aftares yoruba de Valentim como la figura del “santo® acidan 3¢ igual
formua, Lis tres obras resuenan con el poderoso v vibrnte impulso en la
cultura religiosa def Caribe, a5 coma cn la vida cotidizna. de contraponer
o mezclar clementos aparentemente dispares dentro de una armoniosa v
sigtnificativa totalidad.

Me guitr a partir de este apremiante deseo de juntar lo antiguo con lo
micsdemo, lo affedeurofindo, de consteuin uni estmesctura gque resis los ele-
merntos mturiles v psiquicos, que tolene la subjetividad de 14 memoria, goe
dginte viajar grandes distancias; wdo esto o logro gl poner el “sanio”
frente a las serigrafias, v al yuxtaponer ambos con Pasaje cuban.

Bs un acto gque reflefa el e v ovenis, Bt mescks espinal de elementos
remolinantes gque suspenden v sosticnen, como un relicario Flotnne, ls
mEArmiivis de s Américas en su propio paso por ¢l tiempo.

EY,

Nolswmtinr (Hero

St Sagrfal om 1T

Mosdorn assembdage using woodd,
nails @nd o plaster figurine

ol Saant Martha

I4 e x Qx4 amin,



ARTISTS® SELECTED BIOGRAPHIES

RAY ABEYTA (b./n. 1858, Espaiiols, TM] is a mult-media
End perlorming artisl who curmently lives and works in MY

Educacion: 1942 H.Ea, Universiny of Mew Mooon
ExhibitionsExhibiclonas: (Sebo) [99] XONO, NY; 1955
Lo Worw Allngquergjue, MM: 1984 Calaveras, Athoquergue, MM
(Group) 1953 Righe Dank. Oreakiys, MY 1992 Eldom Gallery,
X0 LSRN Mas Fisch, WY 1586 Maxwells, Hoboken, NI: 19A8%
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Albuguenyue, BM; 1584 Clab Reck, Afbaguengue, M 15983
Comcepiions Sombrec, Albuguenpoe, NM; 1980 Armory for the
Arts Statewide furiesd Bxhibivion, Sanc Fe, Ny

RODOLFD ABULARACH (b./n. 1883, Guatemala) is a
painber and graphic arisc whose work manges from moystical
explirations of the cve e more abstimct reflecions on the
Tumees ol malone.

Education, Educasion: 1962-4 Pran Graphic Ari Center, 5%
1U5E A Studems Lo, WY 1954 Schoal of Archizectisne, San
Cardas University, Gomtemala Ciny; 1953 Pasaides Coflepe, Los
Anpgeles, €4 1950 School of Engincering, San Carlos Universiny,
Ciareimak O3y

Exhibitlons/ Exhibiciones: (Soled 195904 Musco dv Are
Comempininen, PAN, 1992 Rao Muoscum, Reldanifhy, 00,
158 Brambchons Moseom, At Cenrer, VT, 1921 amd 19HS 7
Tunec Galbery. Gugiemals Ciry; o) 1990 Today's Painting kn
Latim Arerids,” Magoya Musoum of A, Japs 1991 ° Latin Americin
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del Barmio, MY 1938 The Latin American Spérit” Bronx Musesm
ol the Arts, Bronx, N

Awards Pramics: 1991 Besp of Show, Ministure Mational
Ushibitinn, Laramic Am Guild Fnc, WS 14950 First Prize in
Graphics, Intermutional Mminpoeree  Exhibdibon, The  Meniatise
Sacicly of Goorgia: FIET Silver Medal, Latin American Beennial,
Huenos Adres, ARG, 19060 Tamarnd Lithaography Waoeksiap, Los
Argeles, A 19624 Printmaking gram, Pan-Amerscan Undon,
Washingien I¥Z 1560 and  B950 Siman Gupgenheim
Frumlsiiom, WY,

Coltections Colecciones: El Musen def Barri, Metrapodin
Museum of At and Muscien of Modern Ar, MY Mussium
Maderi Art, Guademala Chy; Shiseam of the Americas,
Wemshingiom, DS Museam o Fine Ares, Caracas VEN; Museem of
Lontemparary A, Sae Paubo, BRA, Muscum of Mislem Arr,
TRyt COL The Boval Musenm ol Fine Art Copendiapen, DES

CANDIDA ALVAREZ (b./n. 1888, MY) is an arist whose
imeerest has expanded from diptveh and eriptvchs o polipaychs.
Education, Edugacidn: 1981 Skowhegan School of Paiing
ansdl Beulpiure, ME; 1977 BAL, Fordham University, WY
Exhibitions, Exhibiciones: (Sob) 1993 “Polvpavchs” June
Eedly Gallery, WY 1995 “Paintings 19901992, Kepyon Cullepe,
Gambicr, OH; 1592 “Recens Peimings” Beons Muscum of the
Ares, Boonx, MY, 199 Chaeens Museum, Flashing, 507 188 Jishn
Srect Serics” Galerie Schneiderel, Cologne, GFRM: 1985 Exie
Art, MY (Grpup) 1993 “Contemporary Public Art in the oo
Lehanan. College. Art Gallery, Broox, NY; 15990 “Woeking o6
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Arvardss Premios: 1991-3 Percent for Arl Commission; 1592
Yisitiig Artisl Follow, Brandywine Workshop, Phitadelplyis, Pa:
1659 Art Matters Felbrwshdp 19648 Mid sbiniic-NEA Bepional
Felioweship.

Caollgations, Colecoloness: 11 Musen del Barrio, MY The Stk
Musscum in Hadem, NY:american Tekephone and Telegmph, MY;
Bellevue Himpitad Certer and Comberfand Hosplesd, My, The
Frivmaking Workshop, WY Unbversity of Delaware, M,

DIGGEMES BALLESTER (b, /n. 1888, Playa de Fonce, FR)
is an abstract figorative painger, dealtsman ancl printmaker as
well as 2 1eacher ol arl. He curronily lnes and works in 50 Ciry

Education, Educacion: 19805, M.EA_, University of Wisconsin
at hlalison, 1078 BA. in Finc Arts, Catholic Univensty of Puenio
RECk

Exhibitions, Exhibiclones; (Soked 19904 Carib-hrr Gallery,
MY 1993 “Spirited Celebmton, The Muscuwm of the Americas.
Okl San fuan, FR: (Giroup) 1995 “Shades of the Spirics” Padned
Bricle Art GaBiery, Philubclphi, PA; 1994 "Yslas” Histos An
Caallery, Bromx, MY 1995 “"The Sixth Iernational Biennial of
Printz and Drwings 1993 RO Taipe Fne Arts Museum,
Taiwan, RO 1993 “Another Perspective,” Bronx Miseism o
the Arts Bronx MY, 1992 "Recent Acuisitions,” B Mosco del
i, WY

Awards/Premios: 19900-2 MY Foundation for the Aris
Fellwship in PrinemakingThrawingrAsssss Books: 1988 Artise
in-Residence, NyYSCA Loagawood Arts Projoct, Bronoe, NY; 154G
Medal Winner, Inlermational At Comperiion, NY, 1983
Honomble Mention, ¥1 %an Juan Bieandal of Tatin American
Primmaking, O San Juan, PR, P2836, Advanced Opposasny
Felloaship, Uiniversiy of Wisconsin ai Madison, W1,
Gollactions/ Colecolones FI Museo del Barms, 5Y- Instouee of
Puertn Rican Cilire, San Joan, PR: ladioo nstingne, Ind,
Chicagn, 1L The Bronx Muscum for the Ars, T, NY: Pooce
Museum aof Are, France, PR

TONY BECHARA (b, /n. 1932, San Juan, PR) is an shairer
iy, whns lives amd works in MY iy

Bducation/ Bdwcocion: Schosl of Visual Aris. NY; Graduate
sulies, Schaual of Mtcmatsonal Relations, §Y University aml
Georpeiowm University. Schond of Law'; BA Grormpotown
Liniversicy, Washingion, 19

Exhibltions/ Exhibicionea: (Soloy 1994 Aniss Space, NY:
1985 Ahormative Museum, NY, F285 “Painings 198019897 H
Museo del Baefo, NY, 1984 Goorgetown Ariisss Space,
Wasldigton, D 1982 and 1981 Callery Yves Arman, NY- 1980
Takd & Bahmen Caflery, Mumich; (Group) 1592 Museo Cauinn,
P 1S S Force of Repetiion,” Mew Jersey State Museum,
Tremton, ML

Awardss Premios: 1980 Metioml Endowment fr the Ans
Fetlvwship

Collgetions, Colecatones: Aldrich Museum of Contemiponiry
A, Ridgelehl CT; Albright Muscum, Beading, 19 B Musen def
Rarrin, MY, Hark:m Ant Collecton, WY S2are (HTce Builifing, MY
Massachuserts Inminone af Technohxgy, Cambrider, MA: Maobil
Lorporation, AETA Corportion, Hartford, CT, Soditheas
Eankeng Corparation, Miami, FL

NORMA BESSOUET (b./n. Buenos Alres, ARG & o mault
mexlin arist, whe ves sl works in MY City since 1981 Her
reenl fculpinres mirror the porcelain fgues of her praitinps
ard combine chemenes of the samter and doilmakeng crafs.
Eduoation,Bducacion: Teachers College,  Colismbia
Uldversity, WY The Slade Achool of Fine A, University Collepe,
London, EMG; Escuela de Bolbs Anics, Bocnos Adres, ARG
Acackemid & Anes Visualos, Buenos Adres, ARG,

Exhibitions Exhibiclonas: (Solod 1992 Arden Gallery,
Bussion, MA; 1991 Findar Gallery, NY; 1989 Anden Gallery amd
Harvard University. Boston, MA; 1987 Mosen do are O Saci
Paiskr, GRAL Aussis Chateubriamd, Si Paula, BIEA: 19T Muscum
of Fine Arts, Carscis, VY,

Avpards Pramibos: 1992 Gant, Hillwood At Miscam: 199]
and 1999 grants, Pollock-Keissner Foundadion: 1986 Edisan
Purchase Award, Carng Je Venvmela, Camcas VEY
Collegtions, Colecalonas: Moscum of Modem A, NYS A
Instituie of Chicago, 0. Cibiner des Raampes Dhliothedus
Matienale, Paris, FRAS Oxfond Universioe, EMNG

JUAN BOZA" -In Memoriam- (b /n. Camaguey, CUB,
./ m. 1888, MY painier, priremaker, designer and insialicion
artist whes lvel and weorfied in NY since his armival fresm Ciba
im PSED, ail Ivis death. His paiotings and mstallaioens were full
4 rilual symibods relaied o the Afro-Cihan caliune, mos pareic
ufarty, the Ahseud Socieny

EducationsBducacién  Experimentsl At Prinimaking
Workshop, NY, At Sodemts Leapue, WY, MEA Nationg)
Acaleny of Jan Alcjandro, Coba; BEA. Natianal Sclweol of Arts,
Cular,

Exhibitions, Exhibiclones: 1990 (Solo) “Juan Boea's Workd”
Cillancay Gallery, Jackson Hedghits, ®Y; 1988 “Jusn Boeas
Mhemunsemtal Symdols.” Hostes Art Gallery, Brors, 57 19687 Thiker
Boricus Gallery, NY; 1966 Joha fy College Wall Gallery, 5y,
LS (o) “Coremony of Memory,” imavelling cxhibition: The
Nheaclorws Museum, Dallss, TX; The conlomporay Ars Center,
Mew Crleans, Lowisiam; The Yuma Art Center. Yoma, AZ: Centto
Culriral de Ei Baza, San Ddege, C4 The Lannen Musean, Lake
Worth, PL; Muscam of Comemperary Hispanue Art, NY; Cenger
lor Comtempirary Arts of Samta Fe, MM Musean of Art,
University of Arzona, Tecson, AZ,

Arards/Premios: 196586 & 198584 Cintzs Fellowship,
1981 jerome Fonandetion  Fellowship for Princmasking, 1970
Mpcobis Gaillen, Tith Anniversasy, UNEAC, Havana, CUTE 15650605
Marhenal Drawing Exlilvition, ¥atonal Library of Havans, (1R,

TOHY CAPELLAMN (b./n. 1955, Tamboril, DOM REP) is an
installation artist, whis utilizes his whems b5 a painicr, soulpiar
amd printnzker. He fives amd works inthe Domindcan Bepabidic,
Education/ Educacidn Universidad e de Samio
Drminngn, DM BEP Ant Sodenns. Leigue of 57
Exhibitions,/ Exhibiclonas: (Golo) 199 Musso e Arie
Modert, Santo Dominge, DOM REP, (Groop) 1904 3000
Imternational Benndsl of Arn of S0 Paalo, BRA 1995 *Pinns el
Laribe v Centroamdrica Hoy” Moscwm of Abadern Art of Lotin
Amecrica, Orginization af American Sares, Washingion, D6 19592
“Africe en América” Vign, 3194

Awards, Premiog: 1994 Grang, Unesco-Aschler) 1995 Grant,
Middle America Art AllEance; P92 Gaold medal, Pirse Bainieng
Blenniad of the Caribibscan and Ceniral America, Misen de Arie
Manderisit, Saiito Dominge, D00 BEP; 1990 First priec; Bicnaial
off Latin American Printmaeking of San Juan, FR

Collections, Golecelones: Museo de s Amdecas, Maagua,
Micangua,; Instiuie of Puerto Rican Culture, San Jun; Minlsterio
dle Lulura y Unlin de Aristae Mhsioos de Miorge; Beose of
et Woiiang, Creator, Moscow, BUS; Galena de Arte Modkrmee. Sando
Dhaningea, DOM REF

RIMER. CARDILLO (b /n. 1934, URUG] i= a prindrasker apd
Inestallatiie artisl, who Bves amd woeles in N, His work 5 in s
eral public and private collectEis tmomghsao the Uniied Sices
and Latin America

Edupationy Educeaebdne 1971 Leipeig Schuol of Graphic Arts,
Gormany; P Weisseismses Sohaol of Ar & Archideciune, Berling
1G4 MEA, National Schood of Fine Ars. Unsgiy,
Exhibitions/Exhibiciones: (Soled 1904 “Charrius v Monies
Cpolhs,” Pormanent  Installsiion, Musen Pernandn Garciz,
Monzevidlen; 1989 “Allores” Inor Geallery, MY, (Gaouj 19094
“Rrjoiming the Spirdual: The Lsad o Comtempomey  Latin
Amenican Are” MaryEind Instituic Collepe of A, Balinsae:, MY
Pt durer inalalBion, "siee W47 (o hinasons] exhibition of
sic spocilic e, San DdegoTijusim; 1993 owtdeor Insallation in
“HevelarionsHevelaciopes”  Johnson Museum,  Coenell
Umiversity, Ithaca, MY 1991 “Ceremony of Memory® {1945
194, Visumd Arcs Centen Califormia Siate Universicy, ©,
Awords, Premies: 1994 & 1992 Mational Endovwment Sor the
Arts; 1993 Arts Internacional, Teavel G Pilot and Enstiiaie of
Imermaniomnl  Educarion, 1991 WY Foundmdon e the Ars
Fellowship: E990 Pallock-Brasner Framidation Fellowship.
Collections, Colecotones: An Miscum, Porio Alegre, 1WHA;
Cabimer des Estampes, Hibdiothogque Mational, Paris, FRA
Chicaige Art Insiaute, Chicago, 112 (ncenngti At Muscuom.
Cincinnatd; Fine Ans Museunm, Saplisgo, CHIL: Fioe Ans Muse s,
Hogows, 43, Feie Ars Muoscum and The Muscum  of
Conyenmguorgry An, Carecas, YEN; Martional Muscam of Yisml
Arts, Montevideo, URDG; Prints Cabingt of Berlin, GER; Insinne
of Puera Ricsn Culiune, San Jun, PE.




ESPERANZA CORTES (b./n. 1957, Bogota, COL) is a sculp-
tor and installation artist, who lives and works in NY. She is cur-
rently an artist in residence at El Museo del Barrio.
Education/Educacién: 1981 B.A. in Sculpture, Queens
College.

Exhibitions/ Exhibiciones: (Solo) 1994 Jamaica Arts Center,
NY; 1993 SoHo 20, NY; 1992 “No hay olvido,” El Taller Boricua,
NY (Group) 1994 “Artistas colombianos en el exterior,” Laura
Lépez Museum, Periera. Traveled to Instituto de Arte
Contemporaneo in Bogotd and to Barranquilla, COL; 1994
“Iconography, Conversation with the Spirits,” Longwood Arts
Gallery, NY; 1992 “China: June 4, 1989, The Cleveland Institute
of Art, OH.

Awards/ Premios: 1993 “Sustained Achievement in the Visual
Arts,” The Arts in Education Roundtable, NY; 1990 National
Studio Program, PS.1 Museum, NY.

GEORGE GRESPO (b./n. NY) works primarily as a sculptor
creating wood carvings and wall-mounted reliefs.
Education/Educacién: 1993 Centro de Estudios Avanzados
de Puerto Rico y el Caribe, San Juan, PR; 1984 B.FA., Parsons
School of Design, NY.

Exhibitions/ Exhibiciones: 1993 “Ceremony of Spirit: Nature
and Memory in Contemporary Latino Art” The Mexican
Museum, San Francisco, CA; 1992 “By Our Hand: An Exhibition
of Poetry by Native Americans, Works on Paper, Hopkins Hall
Gallery, Ohio State University, Columbus, OH; 1992 “First
Invasion,” Galeria de la Raza, San Francisco, CA; 1991
“Syncretism: The Art of the 21st Century,” Alternative Museum,
NY.

Awards/ Premios: 1992 Pollock-Krasner Foundation Grant;
1989 Consejo de Empresarios Pro Arte (CEPA) Travel Grant, PR.

JAIME DAVIDOVICH (b./n. 1936, Buenos Aires, ARG) is
a mixed-media and installation artist whose work incorporates
the aesthetics of television and video. He currently lives and
works in NY City.

Education/Educacién: 1963, School of Visual Arts, NY: 1959-
61 University of Uruguay, URUG; 1954-8 National College,
Buenos Aires, ARG.

Exhibitions/Exhibiciones: (Solo) 1987 Diane Brown
Gallery, NY; 1991 “Forces/Farces,” Exit Art, NY; 1989-90 “The
Live!” Show Retrospective, American Museum of the Moving
Image, NY; 1982 “The Live!” Show, MCTV, NY; (Group) 1976
Whitney Museum of American Art, NY.

Awards/ Premios: 1990, 1984 and 1978 National Endowment
for the Arts (NEA) Visual Arts Fellowship; 1982 and 1975
Creative Artists Public Service Program (CAPS); 1982 and 1975
Grant, NY State Council on the Arts (NYSCA).
Collections/Colecciones: Dayton Art Institute, OH; Museum of
Modern Art, Buenos Aires, ARG; Everson Museum of Art,
Syracuse, NY; H. Abrams Collection; Akron Art Institute,
Akron, OH.

JUAN DOWNEY! ~In Memoriam~ (b./n. 1930, Santiago,
CHIL - d./m. 1993) was a multimedia artist, whose work
ranged from videotapes, drawing and installations to perfor-
mances. Most known for his video productions he was credited
to be an individual “whose work helped establish his medium as
as serious art form.”

Education/Educacién: 1967-69 Pratt Institute, Brooklyn, NY;
Stanley Hayter’s Ateleier 17, Paris. FRA; 1961 B.A. Architecture,
Universidad Catdlica de Chile, CHIL;

Exhibitions/ Exhibiciones:1991 & 1975 Biennial Exhibition
at the Whitney Museum of American Art, NY; International
Center of Photography, NY; The University Art Museum,
Berkeley, CA; The Contemporary Art Museum in Houston, TX.
Awards/ Premios: Rockefeller Foundation Video Fellowship,
NY; Solomon Guggenheim Fellowship, NY; NY State Council on
the Arts, NY; National Endowment for the Arts.

Collections/ Colecciones: Museum of Modern Art, NY; The

Whitney Museum of American Art, NY; The Stedelijk Museum,
Amsterdam, HOL.

RICO ESPINET (b./n. 1949, NY) is an artist raised in Spanish
Harlem. He currently lives and works in NY.
Education/Educaciéon: 1975 B.EA. Rhode Island School of
Design.

Exhibitions/ Exhibiciones: (Group) 1995 Installation, Apex
Gallery, NY; 1993 Installation, Alcove Project/Sculpture Center,
NY; Installation, Munson Williams Proctor Institute Utica, NY;
(Solo) 1992 Rathbone Project/Sculpture Center, NY.
Awards/Premios: 1992 Jurors Prize,“Selections 92,” Duchess
County Council on the Arts; 1990 Jurors Prize, “Mohawk-
Hudson Regional” Albany Institute of History & Art,Albany, NY;
1971 Full scholarship, Rhode Island School of Design, RI.

ANA FLORES (b./n. 1956, Havana, CUB) works primarily
as a sculptor, but is also known for her three-dimensional murals
decorating walls throughout her home state of Rhode Island.
Education/Educacién: 1995 M.A., Art Education Candidate,
Rhode Island School of Design, Providence; 1994 1982 Art his-
tory course work, The New School, NY; 1979 B.EA., Painting
major, Rhode Island School of Design; 1976 Certificate of
Stagecraft, Banff School of Fine Arts, Alberta, Canada; 1974-5
University of Connecticut, Storrs CT.
Exhibitions/Exhibiciones: (Solo) 1992 South County Art
Association, N. Kingstown, RI; 1992 Sarah Doyle Gallery, Brown
University, Providence, RI; 1989 Lenore Gray Gallery,
Providence, RI; 1987 Art Galaxy, NY; (Group) 1994 “New
England Artists,” Barnart Gallery, Rockville, RI; 1994 “Serious
Fun,”Warwick Museum, Warwick, RI; 1993 “International Spring
Show,” Florida Museum of Latin American and Hispanic Art,
Miami, FL; 1993 “Sculpture Invitational,” Lyman Allen Museum,
New London, CT.

Awards/Premios: 1990 Artists Project Grant, Rhode Island
Council on the Arts, Providence, R]; 1989 Fellowship for sculp-
ture, Ruth Chenven Foundation, NY,

Gollections/ Colecciones: Anheuser-Busch Corporation, St.
Louis, MO; Connecticut Historical Society, Hartford, CT; Rhode
Island Historical Society, Providence, RI; Hartford Architectural
Conservancy, Hartford, CT; Children’s Museum, Pawcatuck, RI.

EDGAR FRANCESCHI (b./n. 1948, Humacao, PR} is a
mixed-media artist, who has also worked alternately in painting,
sculpture, printmaking and stage design. He lives and works in
NY City.

Education/Educacién: M.FA., George Washington
University, Washington, DC; Corcoran School of Art, Washington,
DC; B.A., University of Puerto Rico; Skowhegan School of
Painting and Sculpture, Skowhegan, ME.

Exhibitions/ Exhibiciones: (Solo) 1990 Ratner Gallery,
Chicago; 1989 Waddington and Shiell Galleries, Toronto; 1988 El
Museo del Barrio, NY; 1988 Paula Allen Gallery, NY.
Awards/Premios: 1987 NY State Council on the Arts
(NYSCA) Sponsored Project Award; 1982-3 National
Endowment for the Arts Fellowship Grant in Sculpture; 1981
CAPS Sculpture Fellowship; 1980-1 National Endowment for the
Arts Fellowship Grant in Painting.

Collections/ Golecciones: El Museo del Barrio, NY:
Housatonic Museum, Bridgeport, CT; Museo Casa Roig, PR;
AT&T Corporation, NY; Gray Art Gallery & Study Center, NY
University, NY; George Washington University, Washington, DC.

ALVARO GARGCIA (b./n. 1957, Havana, GUB) is a sculptor
and installation artist, whose work makes symbolic use of recy-
cled materials, such as discarded tires and sheet metal. He lives
and works in NY City.

Education/Educacion: 1984 M.FA. in Painting, Yale
University School of Art; 1981 M.EA. in Printmaking, University
of Pennsylvania, PA; 1979 B.FA. in Painting, Philadelphia College
of Art, PA; 1978 Painting and Printmaking, Birbeck College of
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London University; 1976-7 Painting and Printmaking, Louisiana
State University, LA.

Exhibitions/Exhibiciones: (Solo) 1994 “Dirt” Helen M.Z.
Cevern Gallery, NY; 1994 “194:3, Installation, Miami-Dade
Community College Kendall Campus Art Gallery, Miami. FL;
1993 “Shelf Life,” Sculpture, Helen M.Z. Cevern Gallery, NY; 1993
“Aftermath,” Sculpture, Humphrey Gallery, NY; (Group) 1993
“Ceremony of Spirit, Mexican Museum, San Francisco, CA.
Awards/ Premios: 1993 NY Foundation for the Arts Sculpture
Grant; 1991 and 1989 Art Matters, Fellowship; 1991 Artists
Space, Individual Artist Grant; 1989 Pollock-Krasner Foundation
Grant; 1988 NY State Council on the Arts (NYSCA).
Collections/ Colecciones: Amorbach Museum of Art,
Amorbach, GER; NABI Inc., Miami, FL; Newark Museum of Art,
Newark, NJ; Cintas Foundation, United Nations Plaza, NY;
Museum of Contemporary Hispanic Art, NY; The Morris
Museum, Morristown, NJ.

JOANNE GOVER YOSHIDA (b./n. 1960, Freeport, NY) is
a painter and printmaker. She is a former Director of Education
at El Museo del Barrio and resides in NY City.
Education/Educacion: 1988-9 National Academy of Design
School of Fine Art, NY; 1986 Master of Architecture, Graduate
School of Fine Arts, University of Pennsylvania, PA; 1982 B.A.,
University of Pennsylvania, PA.

Exhibitions/Exhibiciones: 1994 “Partial to Paper; Henry
Street Settlement, NY; 1993 “Artist in the Marketplace XTI«
Bronx Museum of the Arts, Bronx NY; 1992 “Prints/Positive,” PS.
122, NY; 1992 “167th Annual,” National Academy of Design, NY.
Awards/Premios: 1993-4 Pollock-Krasner Foundation Grant;
1993 Printmaking Residency, MacDowell Colony,
Peterborough, NH.

Collections/ Colecciones: Ernst and Young, NY.

CARLOS GUTIERREZ SOLANA (b./n. 1947, Havana, CUB)
is a muiti-media artist that currently resides in NY.
Education/Educacién: 1970 B.EA. Kansas City Art Institute,
MO; 1972 M.A., University of California at Berkeley, CA.
Exhibitions/ Exhibiciones: (Solo) “Cocktales,” Bookstore and
Bindery Gallery, Point Reyes, CA; (Group) 1994 “The AIDS Cure
Project Art Show;,” Kingl Plow Arts Center, Atlanta, GA; 1993
“Projects: in memory of...” Museum of Modern Art, NY; 1993
“Night of 1,000 Drawings,” Artists Space, NY; "“Queer” Wessel-
O’Connor Gallery, NY.

Awards/Premios: 1991 NY Dance and Performance Award
(Bessie), Special Citation; 1988 Art Matters, Inc.; 1974-5 Cintas
Foundation Fellowship.

MIRIAM HERNANDEZ (b./n. 1947, Santurce, PR) is a
painter and graphic artist. She currently resides in NY City.
Education/Educacién: 1978 M.EA. Maryland Institute,
Graduate School of Painting, Baltimore; 1969 B.A. in Fine Arts,
Queens College, CU NY.

Exhibitions/ Exhibiciones: (Solo) 1993 Augusta Savage
Gallery, University of Massachusetts,Amherst, MA; 1991 SoHo 20
Gallery, NY; 1990 Taller Boricua, NY; (Group) 1992 “Adios
Columbus,” Art in General, NY.

Awards/Premios: 1992 NYS Council on the Arts Artist’s
Residency Grant.

ARTURO LINDSAY (b. /n. Colén, PAN) painter, printmaker,
and installation artist who has a strong interest in ethnography
and cultural anthropology.

Education/Educacién: 1990 Ph.D NY University; 1975
M.EA. Painting, University of Massachussetts; 1970 B.A Central
Connecticut State University.

Exhibitions/Exhibiciones: 1994 “Canto a la Libertad de
Africa y América,” PAN; “Congo Spirits,” Chassie Post Gallery,
Atlanta, GA; 1993 “El Monte:ATribute to Lydia Cabrera,” Franklyn
Furnace, NY; “Las Siete Potencias Africanas,” Chastain Gallery,




Atlanta, GA; (Group) 1991 “Southern Expressions: Tales Untold,
High Museum of Art,Atlanta, GA.

Awards/Premios: 1994 Lila Wallace-Reader's Digest
International Artist Award; 1993 Scholar in Residence, NY
University; Individual Artist Fellowship from Georgia Council
for the Arts; Panelist, National Endowment for the Arts; 1993-
1991 Bush Faculty Development Grant, Spelman College.
Collections/ Golecciones: City of Gavoi, Sardinia, Italy; Museo
de Arte Contemporineo, Panama; Slater Memorial Museum,
Norwich, CT; Royal-Athena Galleries, NY/Beverly Hills; Barnett-
Aden Collection, Washington, DC; King and Spalding, Attys,
Atlanta, GA.

ANTONIO MARTORELL (b./n. 1939, San Juan, PR) is a
draftsman, printmaker, installation artist and poet. In 1968 he
founded the artist cooperative, Taller Alacrdn (Scorpion
Workshop) in Santurce, PR, which operated until 1971, provid-
ing free instruction for young people in graphic design. He cur-
rently resides alternately in Puerto Rico and New York City.
Education/Educacion: 1962-65 Graphics with Lorenzo
Homar at the Institute of Puerto Rican Culture; 1961-62 Painting
and Drawing Scholarship in Madrid from the Ferré Foundation.
Exhibitions/ Exhibiciones: 1994 “Arte del Caribe,” GER;
Museo de Arte e Historia, San Juan, PR; 1978 Colegio de
Mayagiiez, PR; 1977 XII Bienale Grafike Moderna, Galeria
Ljubjana, YUG; 1975 XI Bienale Grafike Moderna, Galeria
Ljubjana, YUG; 1974 Galeria Santiago, San Juan, PR; 1973 X
Bienale Grafike Moderna, Galeria Ljubjana, YUG; 1972 “Salmos”
Colegio de Mayagiiez, PR; 1970 “El Cartel en Puerto Rico,
Centro Nacional de las Artes, CUB; 1968-71 “Juego de Manos,”
Galeria Colibri, San Juan, PR.

Awards/Premios: (selected) 1986 Prize winner, Biennial of
Latin American Graphic Art, Museum of Contemporary Hispanic
Art; 1980 Medal Winner, International; Biennial of Graphic Arts,
Frechen, Germany; 1975 Prize Winner, International; Biennial of
Graphic Arts, Friorence, Italy; 1964 NY Art Directors’ Club.
Collections/ Colecciones: Institute of Puerto Rican Culture,
PR; Ponce Museum of Art, Ponce, PR; La Casa del Libro, PR; El
Museo del Barrio, NY; The Metropolitan Museum of Art, NY;
Library of Congress, Washington, DC; Princeton University
Library, Princeton, NJ; Institute of Technology, Rochester, NY;
House of the Americas, Havana, CUB; Chicago Art Institute,
Chicago, IL; Museum of Fine Arts, Caracas, VEN.

ANA MENDIETA" -In Memoriam (b./n. 198,
CUB-d./m. 1985, NY) painter, printmaker, performer and
installation artist who lived and worked in NY,
Education/Educacién: M.FA Multimedia, University of lowa;
M.EA in Panting, University of Iowa, B.FA. University of fowa,
10.

Exhibitions/ Exhibiciones: 1992 (Solo) Cleveland Center for
Contemporary Arts, Cleveland, OH; 1991 Galerie Lelong, NY;
1990 Aspen Art Museum,Aspen, CO; Pat Hearn Gallery, NY; 1989
Carlo Lamagna Gallery, NY; 1987-88 The New Museum of
Contemporary Art, NY; 1985 Galleria AAM, Rome, ITAL; 1984
Primo Piano, Rome, ITAL; 1983 Museo Nacional de Bellas Artes,
Havana, CUB; 1981 A.LR. Gallery, NY; 1980 Museo de Arte
Contemporinea, Sio Paulo, BRA; 1995 (Group) “Reaffirming
Spirituality,” El Museo del Barrio, NY; 1994 “Ante América,”
Queens Museum, NY; 1991 “Cuba-EUA,” Fondo del Sol Visual
Arts Center, Washington, DC, traveling exhibition; “Signs of Life-
Process and Materials 1960-19907 Institute of Contemporary
Art, Philadelphia, PA.

Awards/Premios: Guggenheim Fellowship in Sculpture, NY;
1983 Scholarship from The American Academy in Rome.

RAQUELIN MENDIETA (b./n. 1946, Havana, CUB) is a
mixed-media installation artist whose work evokes ritualistic
processes and feminine experience. She resides in Chestnut
Ridge, NY.

Education/Educacién: 1977 M.A., Education and 1970 B.A.,
Painting, University of lowa, I0.

Exhibitions/Exhibiciones: 1995 “Antiwoman: Women of the
African Diaspora,” Artspace, New Haven, CT; 1994 “Women of
Power,” Fondo del Sol, Washington, DC; 1994 “Pasando la mano
(Six Women of Color),” SoHo 20, NY; 1993 (Solo) Caldwell
College, NJ; 1993 “Living Rites,” Carla Stellweg Gallery, NY; 1992
“Barro de América: 1 Bienal de Caracas” Museo de Arte
Contemporaneo Sofia Imber, Caracas, VEN.
Awards/Premios: 1993 Award for contribution to American
Art in Sculpture, Fondo del Sol, Washington, DC; 1992 AAH!
Artist Residency, Havestraw NY

Coliections/ Colecciones: Addison Gallery of American Art,
Andover, MA; Art Institute of Chicago, Chicago, IL; Hans Breder,
lowa; Jay Chiat, Los Angeles, CA; First Chicago National Bank,
Chicago, IL; Metropolitan Museum of Art, NY; University of lowa;
John Perrault, NY; The Toledo Museum of Art, Toledo, OH.

AMALIA MESA-BAINS (b./n. 1943, Santa Clara, CA) is a
mixed-media artist whose altar installations interpret Chicano
popular devotional art forms. She lives and works in San
Francisco, CA.

Education/Educacién: 1983 Ph.D., Wright Institute,
Berkeley, CA; M.A. Psychology School of Clinical Psychology,
Wright Institute, Berkeley, CA; 1966 B.A. Painting, San José State
University, CA.

Exhibitions/ Exhibiciones: (Solo) 1993 “Venus Envy Chapter
One,” Whitney Museum of American Art at Philip Morris, NY;
1990 M.A.R.S., Phoenix; 1987 Intar Gallery, NY; 1981 The
Mexican Museum, San Francisco, CA; (Group) 1992 “Ante
América,” Biblioteca Luis Angel Arango, Bogota, COL; 1991 “The
Interrupted Life,” The New Museum of Contemporary Art, NY;
1989 “Le Demon des Anges”, CRDC, Nantes, FRA; 1988
“Monument and Memorial,” New Langston Arts, San Francisco,
CA; 1987 “El Dia de los Muertos” Galerfa de la Raza, San
Francisco, CA;

Awards/Premios: 1991 “The Golden Palm,” Intar, NY; 1990
Distinguished Working Women Award, The Chicano Foundation
of Northern California, CA; 1989 Mission Cultural Cental Award,
San Francisco Arts Comission, CA.

OSVALDO MESA (b./n. 1960, Havana, GUB) is a mixed-
media artist, whose work fuses modern techniques of painting,
installation and sculpture with found objects. He lives and
works in Baltimore, Maryland.

Education/Educaci6n: 1985 M.FA. in painting, Mount Royal
School of Art, Maryland Institute, College of Art, Baltimore; 1983
B.EA in General Fine Arts, University of Miami, Coral Gables;
1981 A.A. in Fine Arts, Miami-Dade Community College, Miami,
FL.

Exhibitions/ Exhibiciones: (Solo) “Fetish,” Arts Alliance of
Haverstraw, Haverstraw, NY; (Group) 1993 “Living Rites,” Carla
Stellweg Gallery, NY; “Altars, Divinations and Icons.” The Painted
Bride Art Center, Philadelphia, PA; 1991 “Cuba-USA. The First
Generation,” The Museum of Contemporary Art, Chicago, IL.
Traveled to Minnesota Museum of Art, Florida International
University and Contemporary Art Museum of the University of
South Florida; 1987 “Ofrendas: Spirituality and Celebration in
Latin American Life, Temple Gallery at Temple University,
Philadelphia, PA.

Collections/ Colecciones: Baltimore Museum of Art, MDD,
GERMAN PEREZ (b./n. 19586, Castillo, Dom REP) is a
mixed media and installation artist who lives and works in NY.
Education/Educacién: 1993 Techniques in Animation,
School of Visual Arts, NY; 1991 Techniques on Paper Mache,
Museum of Natural History, NY; 1981 B.A. in Architecture and
Arts, Universidad Nacional Pedro Henriquez Urefa, Santo
Domingo, Dominican Republic.

Exhibitions/ Exhibiciones: (Solo) 1993 “History of the Devil
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and the Sea,” Museum of Modern Arts, DOM REP; “Myths,” Step
Gallery, NY; 1986 “Bisuterias,” Nouveau Gallery, DOM REP; 1983
“Interiors,” Cayman Gallery, NY; (Group) 1994 “Realism,
Abstraction and Magic,” CaribArt Gallery, NY; 1993 “Caracas Art
Fair” Eugenia Cucalon Gallery, Caracas, VEN.;*The News,” Galeria
sin Fronteras, Austin, TX.

Awards/Premios: 1985 Anniversary of the United Nations.
Second Place, DOM REP; 1984 Anniversary of Casa de Teatro.
Second Place, DOM REP; 1982 Nuclear Disarmament. First
Place, DOM REP; 1982 Posters of National Biennial. First Place,
DOM REP.

Collections/ Golecciones: AT&T, USA, Museum of Modern Art,
DOM REP; Museum of Modern Art, Budapest; Museum of
Modern Art, NOR; Museum of Modern Art, Ibiza, SPA; Gulf &
Western, NY.

ERNESTO PUJOL (b./n. 1957, Havana, CUB) is a mixed
media artist, who lives and works in NY,
Education/Educacién: 1987 Graduate course work in art
therapy, Pratt Institute, NY; 1980 B.A.,Visual Arts major, Magna
Cum Laude, University of Puerto Rico, Rio Piedras, PR.
Exhibitions/Exhibiciones: (Solo) 1994 Intar Gallery, NY;
1993 Cavin-Morris, NY; 1984 Galerfa d'Jevarez, San Juan, PR;
(Group) 1994 “Paper Visions V” Housatonic Museum of Art,
Bridgeport, CT; 1994 “Artists Select” Artists Space, NY; 1993
“Works on Paper) and “Animal Body,” Cavin-Morris, NY; 1992
“Religion in Contemporary Art” Hausart Gallery, ‘Washington,
DC; 1992 “Material Revisions” Brattleboro Art Museum, VT,
Awards/Premios: 1994 Mid-Atlantic Arts Foundation; 1994
NEA Regional Fellowship in Painting; 1993 Pollock-Krasner
Foundation Visual Arts Fellowship, NY; 1991 Cintas Foundation
Fellowship; 1991 Arts International; 1991 Institute of
International Education, NY.

Collections/ Colecciones: Spencer Throckmorton Fine Arts,
NY; Ramis Barquet Gallery, Monterrey, MEX; The Cintas
Foundation Fellows Connection, Art Museum, Florida
International University, Miami, FL; The Bronx Council on the
Arts, Longwood, NY.

GLORIA RODRIGUEZ (b./n. Arecibo, PR) studied with
Lorenzo Homar, who has greatly influenced her career.,
Education/Educacion: 1982-1973 Art Students League of NY,
NY; Printmaking Workshop, NY; 1975 B.FA. Escuela de Artes
Plasticas del Instituto de Cultura de Puerto Rico, PR; Pratt
Institute, Brooklyn, NY.

Exhibitions/Exhibiciones: 1995 “Albizu Vive” The Jersey
City Museum, NJ; “Reaffirming Spirituality” El Museo del Barrio,
NY; 1994 “Yslas, En Transito” Hostos Art & Cultural Center, NY;
“The Puerto Rican Embassy Show;” Kenkeleba Gallery, NY; 1993
“The League at the Cape,”The Provincetown Art Association and
Museum, Provincetown, MA; 1992 “Signature of the
Soul/Paintings by Gloria Rodriguez Maurice M. Pine Free Public
Library Gallery, Fair Lawn, NJ; 1991 “Forces Unseen,” Taller
Boricua, NY.

Awards/Premios: 1989 NYSCA Grant, Kenkeleba House, NY;
1987 NAWA Medal of Honor in Painting, National Association of
Women Artists 98th Annual Exhibition; 1986 Milton Avery
Assistanship, Provincetown Art Association and Musecum,
Provincetown, MA; 1982-1979 Monitor Scholarships, Leo
Manso, Art Students League of NY; 1981 Jerome Foundation
Scholarship, Printmaking Workshop, NY.

FEDERICO RUIZ (b./n. 1952, Ponce, PR) is a sculptor, who
currently resides in Walden, NY. He joined the staff of EI Museo
del Barrio in 1974 and has exhibited here since 1976. He is
presently Director of Facility Operations.

Education/ Educacién: 1978 B.EA. with Honors, N.YS.
Certification, Pratt Institute, NY; 19714 Queens College,
Sculpture; Brooklyn College, CUNY Post-Graduate, Special
Education.




Exhibitions/ Exhibiciones: 1993 “PD.D.E.R. First Regional
Hispanic Conference and Art Show;” Orange County Community
College Extension Center; 1992 “Grand Opening” Latino
Cultural Center at Rutgers University, New Brunswick, NJ; 1990
“El Barrio Summer Benefit Art Exposition,” NY; El Barrio
International Gallery; NY; 1987 “Americanos,” Cork Gallery at
Lincoln Center, NY; 1987 “Hispanic Heritage Celebration,” Jacob
Javits Center, NY; 1987 “Second Coming,” Dramatis Personae
Gallery.

Coliections/ Colecciones: El Museo del Barrio, NY; Chino
Garzia, Charas (El Bohio); Queens College, NY; Pratt Institute,
NY; NY Health and Hospital Corporation, NY; Thomas Tirado,
PR; Lower East Side Printshop, NY; Isabel and Julio Nazario;
Hilda and Fred Santiago, PR;Anna Martinez Collection.

FANNY SANIN (b./n. 1938, Bogota, COL) is a painter
whose geometric patterns vary constructivist and minimilist tra-
ditions. She has lived and worked in Bogota, Mexico, London,
and since 1971 in NY City.

Education/Educacibén: Graduate Studies in printmaking and
art history, University of Illinois at Urbana, Chelsea School of Art
and Central School of Art; 1960, Degree in Fine Arts, University
of the Andes, Bogota, COL.

Exhibitions/ Exhibiciones: (Solo) 1990 Greater Lafayette
Museum of Art, Lafayette, IN; 1987 “Retrospective Exhibition”
Museum of Modern Art, Bogota, COL; 1982 Phoenix Gallery, NY;
1979 Museum of Modern Art, Mexico City; 1967 Muscum of Fine
Arts, Caracas, VEN.

Awards/Premios: 1993 Colombia Award, presented by
Calvani Productions and Lea Magazine, Miami; 1985 Canadian
Club Award; 1970 Medellin Award, Second Coltejer Art Biennial,
1963 VIII November Salon, Monterrey, MEX.

Collections/ Colecciones: Minnesota Museum of Art, St. Paul,
MN; Everson Museum of Art, Syracuse, NY; Museum of Modern
Art, NY; National Museum of Women in the Arts, Washington,
DC; New Orleans Museum of Art, LA; Museum of the Art of the
Americas, Washington, DC; Museum of Art, Popayin, COL;
Museum of Fine Arts, Caracas, VEN; National Institute of Fine
Arts, Mexico City, DE

ANDRES SERRANO (b./n. 1950, NY) specializes in
cibachrome photography. His large-scale prints often show a fas-
cination with religious iconography and unconventional mate-
rials.

Education/Educacién: 1967-9 Brooklyn Museum of Art
School, NY.

Exhibitions/ Exhibiciones: (Solo) 1994 Institute of
Contemporary Art, University of Pennsylvania, PA. Travels to The
New Museum of Contemporary Art, NY, Center for the Fine Arts,
Miami, FL, Contemporary Art Museum, Houston, TX; Museum of
Contemporary Art, Chicago, IL; 1993 Paula Cooper Gallery, NY;
1992 Yvon Lambert Gallery, Paris, FRA; 1992 Institute of
Contemporary Art,Amsterdam, HOL; (Group) 1994 “Black Male”
Whitney Museum of American Art, NY;“After Art: Rethinking 150
Years of Photography,” Henry Art Gallery, University of
Washington, Seattle.

Awards/Premios: 1990 NY State Council on the Arts
Sponsored Project; 1989 Lous Comfort Tiffany Foundation; 1989
Cintas Foundation; 1988 Awards in the Visual Arts; 1988 and
1987 Art Matters, Inc.

Collections/ Colecciones: Institute of Contemporary Art,
Amsterdam; Baltimore Museum of Art; Capc Musee d’Art
Contemporain, Bordeaux; Institute of Contemporary Art,
Boston; Art Institute of Chicago; Isracl Museum, Jerusalem; New
Museum of Contemporary Art, NY; Allen Art Museum, Oberlin,
OH.

JENNIFER SLOAN (b./n. USA)is a photosculpturalist artist
who resides and works in NY.
Education/Educacién: 1981-83 International Center for

Photography, NY; 1977-79 University of Paris at Nanterre; 1975-
78 B.A. major in Photography/Archeology, Empire State College,
SUNY.

Exhibitions/ Exhibiciones: (Solo) 1994 AIDS Forum, Artists
Space, NY; 1993 Kean College, Union, NJ; 1992 Society of
Contemporary Photography, Kansas City, MO; 1991 Center for
Photography in Woodstock, Woodstock, NY; 1989 Photographic
Resource Center, Boston, MA; (Group) 1995 Markers of Identity,
Gallery Korea, NY; Mass Exposure,Art Initiatives, NY; 1994 Artist
in the Market Place, Bronx Museum, NY; About Faces, Houston
Center for Photography, Houston, TX; Wall to Wall, Art Initiatives,
Tribeca 148 Gallery, NY; 1992 Sculpture, Hallwalls, Buffalo, NY.
Awards/Premios: 1994 Artist in the Marketplace program,
Bronx Museum of the Arts, NY; 1993 Artist in Residence, Kean
College, funded by the Mid-Atlantic Arts Foundation; Villa
Montalvo Arts Center Residency; 1992 Ucross Foundation
Residency; 1991 Money for Women/Barbra Demming Memorial
Fund; 1989 Finalis Ruttenberg Foundation Award, Friends of
Photography.

Gollections/ Colecciones: Brooklyn Museum, NY; Elizabeth
Egbert; National Museum of Women in the Arts; NY Public
Library, Media Library; Dexter Paine; Photographic Resource
Center; Reader’s Digest; Saint Vincent’s Medical Center.

CARLOS ORTIZ SUENOS (b./n. 1952, San Juan, PR) is a
mixed media artist, who resides and works in NY City. He is a
former Registrar of El Museo del Barrio.
Education/Educacién: 1992-194 Fuster’s Ceramic Studios,
Briarwood, NY; 1988-92 Garrison-Reiss Ceramic Studios,
Hicksville, NY; 1987-88 Atelier Gravure, under Christian Guerin,
NY; 1979-90 Blackburn’s Printmaking Workshop, NY.
Exhibitions/Exhibiciones: (Solo) 1993-94 Artists and
Entrepreneurs Network Gallery, Jackson Heights, NY; 1992
“Suenos Danzantes” Rojo/Negro Gallery, San Juan, PR; 1983
“Metamorphosis of a Landscape,” Leonhardt Center/Linder
Theater, American Museum of Natural History, NY; (Group)
1994-95 “Rainbow: Prints from Blackburn’s Printmaking
Workshop,” traveling exhibition through Central Africa; 199245
Years of Puerto Rican Graphic Expression” Puerto Rico’s
Pavillion, Seville International Expo, SPA; 1992 “Artists of Color?”
Hiliwood Art Museum, L.I.C.; Brookville, NY; 1981 “Latin
American Printmakers,” Museum of Modern Art, Mexico City, DF
Awards/Premios: 1994, Silver Medal, French Academy of
Arts, Sciences and Letters, Paris, France; 1991 IX Latin American
and Caribbean Print Biennial, San Juan, PR; 1990 N.E.A. Minority
Artists Fellowship, sponsored by Blackburn’s Printmaking
Workshop, NY;

Collections/ Colecciones: National Libraries, Paris, FRAe and
Madrid, SPA; Institute of Fine Arts, Mexico City, DF; Fine Arts
Museum, Caracas, VEN; Omar Rayo Museum, Roldanillo, COL;
Printmaking Workshop Collection, NY; Institute of Puerto Rican
Culture, San Juan, PR; Ponce Art Museum, Ponce, PR.

‘

FORGE TORO (b./n. 1954, NY) is a mixed-media artist who
resides in Caguas, Puerto Rico. His constructions are inspired by
medieval sacred art, often employing colored stones, medals
and embroideries to evoke the ecclesiastical arts of Byzantium
in a contemporary way.

Education/Educacién: Parsons School of Design, NY.
Exhibitions/ Exhibiciones: (Group) 1990 “Sacred Arts,’
Honorable Mention, Billy Graham Museum Center, Wheaton, IL;
1989 “Contemporary Hispanic Shrines,” Freedman Gallery,
Albright College, Reading, PA; Sawhill Gallery, James Madison
University, Harrisonburg, VA; 1988 “The Codex Veritas After The
Book of Kells) NY City Library; Museum of Modern Art,
Film/Video Arts retrospective; 1987 “Sacred Arts IX” Billy
Graham Museum Center, Wheaton, IL.

Awards/ Premios: “Sacred Arts XI,” Honorable Mention; 1988,
1986 Artist Space Grant, 1987 The Ruth Chenven Foundation;
The McCormick Memorial Award; 1974 Creative Artists Project
Service (CAPS).
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Collections/ Colecciones: The Billy Graham Museum Center,
IL;The NY Public Library.

JOSE ANTONIO VAZQUEZ (b./n. 1955, NY) is a photog-
rapher who works alternately with film. He lives and works in
NY City.

Education/ Educacién: B.A., Music and Anthropology,
Lehman College, CUNY.

Collections/ Colecciones: 1992 The Schomburg Center for
Black-American Research, NY; 1991 Catskills Center for
Photography, NY; 1987 The New Museum, NY; 1989 The Bronx
Museum, NY.

Awards/Premios:1985-90 Film and Video Arts Scholarship.

MANUEL VEGA (b./n. 1956, NY) is a mixed-media artist,
stage and costume designer of Puerto Rican heritage, who lives
and works alternately in NY City and Bahia, Brazil. He is cur-
rently a teacher for the Guggenheim Museum Learning to Read
Through Art Program.

Education/Educacién: 1993 Dance Brazil, NY; 1979-84 El
Taller Boricua, NY; 1974 High School of Art and Design, NY.
Exhibitions/ Exhibiciones: 1989-90 “25th Anniversary; Taller
Boricua, NY; 1988 “Up Tiempo,” El Museo del Barrio, NY; 1987
“Mod Dupé Orisha Mi, Caribbean Cultural Center, NY; 1989
Bronx Council on the Arts Artist in Residence Show.
Awards/Premios: 1990 Penny McCall Foundation
Fellowship; 1988-90 Artist-in-Residence, Printmaking Workshop;
1989-90 Artist in Residence, Bronx Council on the Arts.
Gollections/ Colecciones: The Smithsonian Museum,
Washington, DC; The Fowler Museum of Natural History,
University of California at Los Angeles.

PABLO YGLESIAS {b./n. GUB} is a painter and mixed-media
installation artist, whose recent work explores the altar format.
He lives and works in NY City.

Education/Educacién: 1987 B.A. in Art/Semiotics Brown
University, Providence, RI. Magna Cum Laude; 1986 study
abroad, Fine Arts at the Sir John Cass School of Art, London
Polytechnic, ENG.

Exhibitions/ Exhibiciones: 1994 Florida Museum of
Hispanic and Latin American Art, Miami, FL; 1993 Commission
for New Yorker Magazine (Art Section); 1992-3 Five paintings
commissioned for album covers, Capitol/Bluenote Music, Inc.,
NY.

Awards/Premios: 1990 Grant, Art Matters, NY; 1990 Grant,
Artists Space, NY.

Coliections/ Colecciones: Collection of Paul Ramirez.
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STAFF OF EL MUSEOQ DEL BARRIO

Lizcett Amill, Education Intern

Walter Antapara, Support Staff

Jorge Azabache, Support Staff

Fatima Barcht, Curator

Jhovanny Gamacho, Catalogue Editor

Laslie CGarlson, Membership Coordinaror
Jaanatte Castillo, Finance Intern

José Gastillo, Guard

Marcela Clavijo, Registrar

Alyshia Clawson, Education ntern

Edgar Colon, Support Staff

Verasino Cruse, Art Handler Assistant

Grace de Almeida, Visttor Services Coordinator
Maria Dominguez, Community Outreach Coordinator
Marcia Donaldson, Bookkeeper

Alvaro Duque, Support Staff

HNellie Escalantse, Curatorial Assistant
Barbara Goldner, Public Relations Consulrant
Tasha Hanna, Curatorial Intern

Vivian James, Registrar Intern

Marlon Joseph, Volunteer

Anita Leach, Director of Finance and Personnel
Susana Torruella Leval, Director

Michael Martinez, Guard

Neyda Martinez, Public Relations Manager
Noah Matalon, Theater Manager and Technical Director
Ofelia Medina, Support Staff

Maria Millares, Registrar Intemn

Pedro Ospina, Artist-in-Residence

Katherine Papadopoulos, Education Intern
Donna Perkins, Guard

Miguel Ramos, Maintenance Supervisor
Doreen Rivera, Education Assistant

Marisa Rivera-Rodriguez, Museum Educator
Carmen Rodrigusez, Support Staff

Jorge Rodriguez, Artist-in-Residence

Teofllo Rodriguez, Support Staff

Akira Rulz, Art Handler Assistant

Federico Rulz, Director of Facility Operatlons
Alan Siede, Director of Development

Marvin Tyson, Support Staff

Haydée Verdia, Administrative Assistant
lgnacio Villeta, Assistant to the Director
Padro Villarini, Jr., Guard

Gillian M. Wainwright, Operations Manager

BOARD OF TRUSTEES

Tony Bechara

Angala Cabrera

John Carro, Esg.

Emelda M. Gathcart

Patricia O'Donnell Ewers, Treasurer
Warren A. James, Secretary
Paul LeClerc

Irvine MacManus

Manuel Martinez, Esq.

Carmen MNelson - Vice Chairmean
Carlos Ramirez

Rosamary Ravinal

Jaime Ria

Halen Salichs

Carmean Ana Unanue

EX-OFFICIO

Honorable Schuyler Chapin

Commissioner, Department of Cultural Affairs
Loria Davies

Representative, Capital Program Manager

ADVISORY BOARD
Ricardo Alegria
David Castro-Blanco
Miriam Colon Valle
Carmen A. Gulpeper
Olga C. Duke
Margaret Fay
Terence Gallagher
Albarto Ibarguen
Idelisse Malave
Josephine Nisves
Carlos Romero Barceld
Carlos L. Santiago
José E, Torres
Hector Willems, Esq.

FHOTO CREDITS

Lizsa Marchese - Page 32

George Hirose — Page 37

Staven Tucker — Page 41

Jennifer Sloan - Page 46

J. Marcotte — Page 28

Ken Showell — Gollection El Museo del Barrio - Pages 18, IT,
23, 26, 28, 20, 31, 32, 37, 42, 47, 48, 19
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