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FOREWORD

"Ewerythi ng flows and nothing stays,"” and the
charting and interpretation of change provides
one of the most fruitful fields of inquiry for scho-
lars and critics alike. The Fisher Gallery has an
ongoing commitnment to that very inquiry. For
example, we have exarmined miniature painting
and sculpture from the advent of Greek coinage
to the present day; we have exhibited female
imagery dating from the sixteenth gentury to our
own in Swulifgst: Womern, we Rave explored sur-
realism in California from its ofigin in the forties to
its eurrent resurgenee in Ceer N'esi pas Je Sukrea-
lisir; and We are new planning an exhibitien that
will investigate the resistanee and aésommeda-
tioh te Hellenism iR the aneient Eastern world.
Agui (““here;” in Spanish) is yet anether example
of this eantinuing 66AEBFA:

Aquii, an exhibition of the work of 27 Latin
Ameeirican Artists Living and Working in the United
States, is dedicated to the proposition that change
does indeed exist and that one of the tasks of an
enlightened society is to be wiling to investigate
it. The nature of change as seen in Aqui/ exists on
two major levels: inevitably, the artists them-
selves have undergone changes by working in a
toreign society; and we, their audience, poten-
tially are changed by seeing these newly synthe-
sized ereative visions,

The United States of America has long known
about the nature and value of the immigrant exper-
ience. We have long welcomed and understood
the influences of Western Europe, while denying
the impact of Latin Amenica as part of the artistic
mainstreann. Although we are certainly aware of
the major contributions of the Mexican muralists
Rivera, Orozco, and Sigueiros and of the recent

PALABRAS PREIINMINARES

“Todo fluye y nada queda”, y el registro y la interpre-
tacion del cambio provee uno de los mas fructiferos
campas de investigacion a catedraticos y criticos por
igual. La Fisher Gallery mantiene un compromise con
esa busqueda. Por ejemplo, hemos examinado mima-
turas en pintura y escultura desde el advenimiento de
la acunacion en Grecia hasta nuestros dias; hemos
exhibido imagenes femenimas que datan desde el siglo
dieciseis hasta la epoca actual en Subject. Miomen;
hemos explorado el surrealismo en California desdesu
origen en la decada de 1RUD Haastassl gasttuslregsir-
gencia en Ceei n'esir pas: le Sumedlismes ¥ €Stamos
ghora planificande una exhibieien gue investigue la
resisteneia y acomedaeion al Helenismoen el Antigue
Mundo el Este. Agui 85 6tre giamplo d6 656 CoRMUE
EBMPIeSS.

Aqui una exposicion de las obras de 27 anistas
latincanmzriczarnss que viven y trabayam en los Estados
Unidas, esta dedicada ala afirmacion de que el cambio
en verdad existe y que una de las tareas de una socie-
dad ilustrada es tener la voluntad de investigarlo. La
naturaleza del camhio, como se observa en Agui,
existe en dos niveles principales: primero, los artistas
mismos inevitablemente han sufrido cambios por el
hecho de trabajar en una sociedad extranjera y
segundo, nosotros su audiencia podemmos cambiar al
ver estas visiones creativas recientemente sintetizadas.

Los Estados Unidos han conocido por mucho
tiempo la naturaleza y los valores de la experiencia
inmigratoria Hemaos recibido y entendido las influen-
ces dela Europa Occidental, mientras hemos negado
el impacto de la America Latina como parte de la
corriente comun artistica. Aunque conocemos las
contribuciones mayores de los muralistas mexicanos
Rivera, Orozco y Siqueiros y las obras recientes de
Tamayo y Botero, hay muy poco mesomocimiento



work of Tamayo and Botero, there is very little
broad acknowledgment in the United States of
other contemparary artistic contributions from
Latin America. Those artists who are currently
waorking here are seen as part of a subculture, But
the sheer numbers of talented Latin American-
born artists wotking agui are increasing daily. And
curmulatiivelly, guietly (and not so quietly), things
are changing. Our way of seaing is changing. And
it is time to celebrate that fact.

Never before has there been a national exhibi-
tion that attempted to draw artists from all over
the United States and from all of Latin America to
one central place. While the Fisher Gallery is a
small university gallery and cannot begin to suc-
cessfully present all of the work of quality and
interest that is being done by Latin American
artists aguv, our beginning can encourage larger
institutions with move substantial resources to
pick up where we Rave left off and to properly
shoew the whole range of the woik. ExRibitions are
important beeause they validate. The work steps
being pereeived as subeultural and Begins to be
pereeived as mainstrearn. But perhaps definitien
of mainstream Must ehange. And thatis what any
saeiety resists.

The Fisher Gallery had many pressures to make
Aquif a “New York show,” because New York
artists tend to respond to international trends
more immediately and can more often fit into
contermporary “‘art language.” | resisted this and
have allowed a strain perhaps more consistently
and overtly about origins to enter the exhibition.
Our mission is not only to show hew artists have
become internationalized—althougth that is part
of it—but also to show the range ef both accom-

extenso en los Estados Unidos de otras contribuciones
artisticas contemporansas de Latinoamerica A los
artistas que en la actualidad estan trabajando aqui se
los ve como parte de una subcultura. Pero el ligero
numero de talentosos artistas nacidos en Latino-
america se incremema dia a dia, y acumulandose
silenciosamente (y no tan silenciosamem®) las cosas
estan cambianda. Nuestro punto de vista esta cari-
biando y es tiempo de celebrar este hecho.

Nunca ha habido una exposicion nacional quetra-
tara de atraer artistas de todas partes de los Estados
Unidos y de America Latina a un mismo centro.
Aunque la Fisher Gallery es una pequefia galeria uni-
versitaria y no puede comemzar a presentar, con exito,
todo €l trabajo de interes y calidad que esta siendo
realizado por los artistas latinoamericanos aqui, nues-
tro comienzo, puede ammar a las instituciones mas
grandes, con mas amplios recursos, para que conti-
nuen donde nos paramos y muestren adecuadamente
el alecance total del trabajo. Las exposiciones son
impertanies porgue convalidan; las obras dejan de ser
percibidas como subeultuval y corienzan a ser consi=
deradas como fermande parte de la esrnente Eormum.
Pero para ese, guizas Ia definieien de le gue es la
e6FFiente eeMuUn deba eamibiar, ¥ 8 858 65 a I gue se
Fesisie eualguier seeiedad.

La Fisher Gallery recibio muchas presiones para
hacer de Aqui/ una muestra de tipo meoyorquino,
porque los artistas en Nueva York tienden a responder
mas rapidamente a las tendencias internacionalces y
pueden ajustarse mas a menudo a lenguaje antistico
contemiporamex. Me resistl a esttoy he permitido que
una linea mas consistentey abierta sobre sus origenes
entrara en la exhibiciom. Nuestra mision no es mostrar
solamente como los artistas se han internacionali-
zado—aunque esto ultimo es parte de ella—sino mas

modation and resistance to the adopted culture. It
is to make manifest a new synthesis, that in all its
imbalance, must be newly evaluated. If we need
to create other criteria for such evaluation—well,
that has happened before.

Selma Holo, Director
Fisher Gallery and Museum Studiies Program

blen mastrar el alcance de la adaptacion y de la resis-
tencia a la cultura adoptadia. Es el poner de manifiesto
una nueva sintesis lo que con todo su desequilibrio,
debe ser evaluado nuevamenig Y si mecesitaramos
crear nuevos criterios para tal evaluacion—buena, ya
ha sucedido con anterioridad,

Selma Holo, Directora
Fisher Gallery y Museum Studies Program
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§f88 AUesira EBRHIRLS EBRREIBKA ¥ ABS Ra SiEmpre
BriRdad8 sY apaye: SH EX{ERs8 CARBEIMISALS del arts
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Reflexiones sobre la presente
seleccion

Si bien una exposicion surgida casi exdlusivamente
de fuentes en los Estados Unidos no puede constituir
una muestra completamente representativa del arte
latinoamericano. es tamben verdad que ningun otro
pais puede ostentar una mayor conjuncion de macion-
alidades del espectro total de paises llaimoamericanaos.
De ningun modo denigra el reconocimiento inter-
nacional recientemente obtenido por artistas norte-
americanes, de notar desde un principio que el Nuevo
Mundo ha side un medio extraerdinariamente hibrido,
¥ gue une de los grandes triunfes de la cultura norte-
ameneana ha side su habijlidad de abserbes otras
radiciones. Artistas eeme el mexieans Marius de
Zayas. y mas tarde sus eompaiieias Diege Rivera y
Fiida Kahle, gjereieren gran influencia (pesiblemente
{ante per sU persena 6BMB per sU BiRtur) en la
8v8lueien dal arte MederAs en este pais, y s4 inmediate
Feseneeimienie del stre Iade del Atlanties precede
€ensiderablemente el gseense de Nueva Yerk a la
vanguardia internacienal. Nses 8l ia riguezay diver-
sigad de Ia pintura local sing tambien sH verdadera
BX%c8I8REia E8M® aris gue Ran sids AYiridas £8R MaA-
festacienes eulivraies de (848 &l munds:

No tiene objeto considerar a los artistas de esla
muestra exclusivamente a la luz del arte latinoameri-
cano, ya que todos han dado muestras de su asimila-
cion al clima local tanto por exposiciones como por
adquisiciones de sus obras. Si se considera que la
mayoria de los artistas han recibido una parte signifi-
cativa de su educaction aqui—si no Ia mayor pare—no
as sorprendente que su irabajo sea compatible con
tendencies tipicas del arte contemporaneo de los
Estados Unidos. Si bien es claro que esta exposicion
ne fue seleccionada siguiendo un balance estadistico,
glgunas observaciones demograficas pueden consti-

10

Reflections on the Selection

Although any exhibition drawn almost exclu-
sively from sources in the United States cannot be
a completely representative sampling of Latin
American art, it is equally true that no other coun-
try can boast a greater mix of nationalities from
the entire spectrum of Latin American states. In
no way does it denigrate the international recog-
hitionh so recently wehn by North Ameriecan artists
to nete frem the autset that the New Weild ha
been an extraordimarily RyBFid envirenment am..
that ene of the great triumphs of Anwiican eul-
ture has been its ability to abserb ether traditions.
AVF4SES sueh as the Mexiean, MRus de Zayas, and
iater his eermpaltiiots Diege Rivera and Frida Kahle
had a preteund intluénee (pessibly as mueh iR
theit persens as in their painting) en the évelutien
8f MOURFR aFtin this e6uRtYy, 8Rd their 8ary trans-
ailantic recegnition considerably predates the
ascent 8?_ N%\’X:YBH& iHiB_ the iHiéFHﬁ%ﬁ%‘l_VéH:
?HEFH; Ii iS A8t just the _HEHH%%% aRd diversity of
8cal BaiRting Bt alss its very excellence as art
that Ras B&ER AUFtUred With Eulkeral iRfusions
trom all gver the werld:

Itis pointless to consider the artists in this show
exclusively in the light of Latin American art, since
their assimilation into the local climate has been
proven by both exhibition and acquisition. Given
the tact that the majority of these artists received
a significant, if not major, segment of their educa-
tien here, it is net surprising that their woik is
eormpatible with tendencies typieal of the con-
termporary art 6f the United States. While it is
elear that this exhibitioh was net selested for sta-
tistieal balanee, seme dermographic observations
are a worthy eantextual prelude te analysis of the




tuir un valioso preludio contextual al analisis de las
corrientes artisticas que revela.

Originarios como son de nada menos que once
diferentes paises en los que ni siquiera la lengua es un
comun denominadar, son prmcipalmente los dere-
chos de nacimiento adquirides en el extranjero y una
amplia solidaridad hemisferica lo que los participantes
tienen en comum. Sus edades estan divididas en forma
pareja entre los quince anos anteriores alaediad medi-
ana y los doce posteriores a ella; a este respecto la
demarcacion parece equitativa entre los que estan
gleanzando la madurez artistica y 1os otros, que ya han
establesidosu lenguaje estilistico. La seleccion mues-
tra URa elara prepension Ragia artisias NEOYOIGUINOS
gue representan la mitad de la muestia; luege sigue
Califernia e6R alge Menes de UR euartd, y el resto
€6MPURSte PerF 6ifes 6inee esiades. eaR deferencia
haela Ias eeRsiderables peblacienes latinas que elles
tamBbien representan. Menes e Un euare de guienes
EXPORER S8R MUjeres; pereeniaie gue A6 halaga Ai al
ééfH_§| Aivel d8 EBMPpremizs de F_Q FURT Al 8 13 EBAtF-
BHEIBH de Y §eRer8 g13 8volyeion del arie Iaimeame:
flEane. Mexies y €uba sBR responsables de Igs
FRayeres apartes; cORstityends alga menes ds fa
mitad g8 13 mussta; 1yegs; &R BrdeR dsscendents
VIBReR Argenting y PYEH8 RICS; §8§Hl98§ dg Brasll y
Ehile (€A d83 rfisias cada yng) &A 1aAI8 qus §
E4uIliBrI8 s& Mantiene E8R Histas 88 £8I3MR ESUa-
der. Guatemala, Py UriguaY, L8 ausencia dg Ven:
8748l3 & 58 Bp FERURNIE, ¥ 13 836353 FEPraseniacion dg
€6lambia—gande exisls Yn 8&88HQH8 3(&?%.88 BaHL
eylarmente 3eHva v sefisticada—ieliela Bogrla
56 8 Coeat 8 i s s e
SIBAIBA Y3 NECESANAMERIS IMPBHISAdSsd 8813 8 Bais
& pes de YR fECORBEIMIBALS IniEMmagianah Hay, &R

artistic current it reveals.

Originating as they do from no fewer than
eleven different countries wihere not even lan-
guage is a common denominattor, it is chiefly for-
eign birthright and a loose hemispheric solidarity
that the participants have in common. Ages are
fairly evenly divided between the fifteen artists
under middle age and the twelve above it. In this
respect the demmarcation seeins eguitable be-
tween those approaching artistie maturity and the
ethers who already Rave established their stylistie
language. The selectioh SAOWS a elear bias toward
New Yorc artists, who aeesunt for Ralf ef the
shaw, With Califernia just under a guarter, and the
remainder made up By five ather states in defer-
énee to the large Latin pepulations that they alse
suppert. Fewer than a quarier of the participants
aré Weren, a pereentage that is f_lé&éﬂﬁg REithéeF
i6 the present Igvel B Womeh'S invBIvement A
18 their geRdBr's EBAtHBULION 18 the svalutisn o
Latin American art: Mexicd and euba make the
strongest presences; 4cegu H&iﬂ% FoF RSt Guits Ralt
o the show. TReh iR A8SEeRdIRG Brdsr CoME
Argentina and PUsHS Rico; f8liawed By Brazii and
ehile (8aER With 18 Qﬂiiiﬁ) Yhiie the Balanes is
Madg Up 8F iRdIviALaR HoM EQIamBia; ESHaHS
Gliaiemals, pei: Ghd Ui %“aax, The 3BIEAES 8#
VS g21a1 1§ SUBHSIA N the 1SW SBFSSS
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Marius du Zayas (Mexican, 1880 1961)
M fiopdae ' "eyar .. 1913
Photogravure

LOX & ir. (PHRPDC)

Co action of the de Zayas Family, Seville

que las comumcaciones y los viajes facilitan €l rapido
intercambio de ideas e mformaciom {mo es posible (y
hasta deseable)} permanecer en las provincias y pro-
duce un arte que al mismotiempo este al corriente de
las tendencies internacionales y sea fiel a la tradicion
local?

La exposicion se divide bastante equitativamanteen
tercios: el primero representa a artistas conocidos solo
en los Estados Unidgs; el segundo grupo ha expuesto
en el exteriar, aunque prmcipalmente en el pais de
origen; mientras que el ultimo tercio ha presentado
exposiciones internacionalmente de un mode mas
amplio. Muches pasan una buena parte desu tiempe
fuera de los Estades Unides. mientras gue una mineria
de euatro selamente aproveeha les benefieies de una
deble residencia, gue 56n faetibles sele euands el pais
esta 18R eerea e6me Mexice I esta de Califeria, 8
edande gl exite eamereial alivia Ia carga ScOROMIEa
del franshonis

Aungue las tendencias predomimaitss en la expo-
sicion documentan claramente un renovado interes
por los modos figuratives que han dominado la acti-
vidad en los pnmeros anos de la presente decada,
resulta mas simple considerar primero a Ios POcos
artistas cuyo trabajo se relaciona mas directamente
con tendencias estilisticas establecidas con anterio-
ridad, y cuya estetica resulta consecuentemente mas
farniliar,

Marcelo Bonevardi es uno de los dos unicos artistas
seleccionados cuyo trabajo esta basado en lo abstrac-
to; no obstante, la delicada geometria que ilustra su
arte esta en marcado contrastecon la abstraccion mas
sistematica que se abrio camino del otro lado del
Atlantice {(por maestros latinos come Carlos Cruz-Diez,
Julio LeParc y Jesus Sotg) durante los anos sesenta



possible {and even desirable) to remain in the pro-
vinces and produce art that is both informed of
international currents and faithful to local
tradiition?

The exhibition divides itself fairly equitably into
thirds—the first representing artists known only in
the United States; individuals in the second group
have shown abroad, but chiefly in their countries
of origin; while the final third has exhibited to a
reasonable degree internationzlly. Many spend a
tair percentage of their time outside the United
States; but a rinority of only four expleit the
benefits of dual residence, wihich are teasible enly
wihenh the eeuntry is as elese as Mexico is te Cali-
fornia, oF when eormmmitial sueeess alleviates the
Burdens 8f commuting.

Though the overwhelming balance of the exhi-
bition clearly documenmnts the renewed interest in
figurative modes that has dominated activity in
the first years of the current decade, it simplifies
matters to consider first the few artists whose
work relates most directly to stylistic tendencies
get earlier and whhose aesthetic is consequently
more farmiliar.

Marcelo Bonevardi is one of the only two artists
selected wihose work is founded in abstraction,
but the gentle geometry that exemplifies his art is
in dramatic contrast to the more systemic abstrac-
tion that was pioneered across the Atantic {by
such Latin masters as Carlos Cruz-Diez, Julio
LeParc, and Jesus Soto) during the 1960s. More
in harmony with the dynamic art that emerged in
New York over the same era, Bonevardi, though
he avoids strict monochromy, nevertheless leans
to a restricted palette rather than to polychro-

Mias en armonia con el dinamico arte aparecido en
Nueva York hacia la misma epoca. Bonevardi, aunque
evitando la estricta monacromim, se inclina por una
paleta limitada mas que por un efecto policromatico.
Ademas (como Lee Bontecouw, Ellsworth Kelly y Louise
Nevelson) efectua una audaz movida hacia lo objetivo,
alejandose de las pasivas formas de la tela. De un
modo semejante, es por medio de la mano mas que de

la tecnologia que Bonevardi monta un relieve escultor-

ico como fonde de un color cuidadosamente modu-
lade. Invariablemente frontales y orientadas hacia la
fachadm, las obras de Bonevardi, a pesar de sus traba-
jadas superfieies ne dejan de ser, en uliima instaneia,
BiRtUFaS Mas gue eseulivias, ¥ 66Me iales, estan aun
Baje el heeRize de I8 iluserie y de Ie eveeative: en les
deminies del mage al gue alude tan frecusniemente
A sustiuies. Sabemes per su esnfesada admiracion
per Jeseph €arAell gue Nerieamenea Ra actuads de
eatalizader para darle ferma a su visien; aun asi, A8 &8
difiell detectar €ps RO sOI6 e sus antepasades itali-
8RS (6 Ies metafisiess mobiliaries de Gisrgie de
ERiriea y Earlp Eara); sin tambien del Rig de 13 Plata
(3 traves de sU mentar espirtual. Torres-Garcia). AUR-
gHe Banevardi 85 468aR8 &N & SBRIBXIA 46 8513 SXpasl-
EIBR: A8 18 &S &N FEIAEIBN 3 8IF8S AHistas Hales com8
85 Jriguayes &8nzala FORSEEa y FARCSEs Maligh
£8R quignes tigng afinidades flasgHeas 2 Besar dg U
EOMPrRMIER £3R (3 SBSHESEISR BUMa:

Excepto por las columnas de Ricardo Regazzoni, la
geometria pura—una fuerza poderasa en el arte lati-
noamericano durante las ultimas dos decadas—no
tiene discipulos en la exposiciom. Sin embargo, Regaz-
zoni se vio atraido por la geometria un tanto fortuita-
mente, solo como medio para analizar la estructura en
espiral. Sus colummas nnden homenaje ala rica arqui-
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Collection of the Museum of Modern Art. New York
Gift of Edgar Kaufmanm. Jr. 1843

matic effect. Also {like Lee Bontecou, Ellsworth
Kelly, and Louise Newvelson) he makes a bold move
toward objectivity, away from the passive format
of canvas. Similanly, it is through the hand rather
than technology that he harnesses sculptural
relief as a field for carefully modulated colox. Invar-
iably frontal and oriented to facade, Borevardi's
works, despite thew articulated surfaces, ulti-
mately remain paintings rather than seulpture,
and as sueh, are still under the spell of illusish and
evoeation—in the realm oef the magieian s6 eften
alluded to iR Ris titles. We knew frem RIS e6A-
fessed adrmiration fer Joseph Cerhell that Amer-
iea Ras Been the eatalyst iR shapiRg Ris visien.
Still, it is easy te detset 8ehees Aot BAly 8f Kis
italian aneestry (in the mewphyaical furnishings
8t Gisrgio de Ehiriee aAd €arie Earra) but alse ot
the ﬁi& de i3 Plata ({BFBHQB Ris spiritual G
Joaguin Torres-Gareia). Alihetgh Bongvardi is
SERIBY iR the EBRLEXt BFIRS BXRIBItiBR, A& S jURIGH
18 Bther artists (SHER as the Uruguayans, 68nzdis
FORSEEE aRd FFAREISER MAkR) With Whom: dgs:
Pite Ris 83pBL3a! 8F pure aBStrattiBR; RE Ras BAIlS:
s8phical aHRities:

Except for the columns of Ricardo Regazzoni,
pure geometry—a great force in Latin American
art over the past two decades—fimdls no disciples
in the exhibition. Regazzoni, though, was drawn
somewhat fortuitously to geormettry, purely as a
means of analyzing spiral structure, His columns
pay Remage to the rich Barogue arehiteeture of
his native Mexitoe, not by imitation e much as by
translation inte the clipped isometrie jargen ot our
tirme. This metivation is not enly remete te the mix
of teehnology and materials that inspired §6 mueh



tectura barroca de su nativo Mexico, no por imitacion
sino mas bien como traduccion a la recortada jerga
isometrica de nuestro tiempo. Esta motivacion no solo
resulta remota a la mezcla de tecnologia y materiales
gue mspirara tanto al arte optico en los anos sesenta,
sino tambien igualmente reaccionaria a la pureza
reductiva del arte minimo, El material no cuenta para
determinar la estructura, y los disenos de Regazzoni
son formas preconcebidas que pueden gienutarsevir-
tualmente en cualquier material, puesto que estan
oeultos bajo un acabado de lamina de oro. Su prede-
termmade prograrma de analisis formal se aparta
netamente de los asuntos triviales y amanerados de la
gstetiea. Las bases de la nvestigacion estan tan eerea
del arte eoneeptual gue para Regazzeni ni siguiera es
impertante paricipar en el preeese de E8ASIFUEEIBR.
La eelumpad 65 UR 8kjete fuReienal gue desafia su
gategerizacion eeme esculiura en 6l sentide tradi-
elonal: aislada desu legitime rel arguiteeiames, tisne el
peder de esnjurar YR 6reeR &strustural MUehe mas
amplie.

De la misma forma que €l termino surrealists tiene
muy pocos lazos legitimos con su parentesco euro-
peo, constirthwiaine 65 una expresion aplieada libre-
mente en el are latineamerieane para desenbir
virtualmente tede arie gesmetries (pians 8 tridimen:
sional), desde 1a epsea de Tarres-Gareia—les anes
veinte en adelante. Ha side muy sigmfieative, ne $8i8
e6me alierRativa & |3 IREliRGeiBn predominaniements
figurativa en €l &g regional sIRG tamBisn par sy
aseeiacien €8R I8 B€F8%"r%§'|\’z8: 18 Rtelssiual v 18 Inter:
naeienal. Benevardl y Regazzoni IUSHFaR 13 CORIALS:
€iBR de esta {ERABACI3 35/ EBMB 1aMRIEA 13 diversidad
de pesturas filgsshieas v estilisticas gug &g
amparade.

optical art in the 1960s but squally reactionary to
the reductive purity of minimal art. Material has
no role in determining structure; and Regazzoni's
designs are preconceived forms that may be exe-
cuted in virtually any material, since they are con-
cealed beneath a finish of gold leaf. His predeter-
mined program of fornmal analysis neatly sidesteps
trivia and self-conscious issues of aesthetics. The
investigative foundation is so close to conceptual
art that it is net aven impottant for Regazzoni to
paHieipate in the building proeess. The eelumn is
a funetional ebjeet that defies eategorization as
seulpture in the traditional sense: iselated frem its
legitimate arehiteetural rele, it Aas the pewer te
EBRjUFe 8 MUeh larger strueturdl erder,

in the way that the term surreallisi also has very
few legitimate ties with its European parentage,
consitraathivist is an expression loosely applied in
Latin Ammerican art to describe virtually all geo-
metric art (planar or three-dinmensional) from the
time of Torres-Gareia, in the 19203, enward. It
has been of majer signifieanee net enly as an
alternative to the prederinately figurative bias in
regional art but alse for its asseeiation with the
progressive, the intelleetual, and the interfa-
tienal. Benevardi and Regazzoni illusirate the
eentinuation of this tendeney as well as the diver-
sity ot philesephie and stylistie pestures that it Aas
sheliered.

Another stylistic trend barely represented, ex-
cept for the work of Armmandiima Lozano, is the
free, amorphic, and organic abstraction that is the
legacy of Abstract Expressionism. Perhaps as a
concession to her M@xican background, Lozano's
graphics border on representation—but they are
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Otra tendencia estilistica apenas representadia, ex-
cepto por la obra de Armandina Lozano, es la abstrac-
cion libre, amorfica y organica, que constituye el
legada del Expresionismo Abstracto. Tal vez como
concesion a sus antecedentes mejicanas, los graficos
de Lozano se aproximan a larepresentaciom, pero son
oseuros y estan lejos de ser especificos; e incluse sus
titulos dan poces indicies dela verdadera intencion de
la artista. La ambiguedad de las imagenes, su limita:
€ien tematiea y su simplicidad general—tante en eplor
60Mme en diseno—dermuestran gue este oire aspeeto
menes formal de Ie abstraste aun sebrevive.

El renacimiento del arte representacional durante
los anos setenta fue motivade en gran medida por la
incorporacion de imagenes fotograficas. Este feno-
meno no se limita solo a artistas de [Latinpamerica,
pero, dada la afinidad regional por lo figurative, la
diferencia entre las distorsiongs encontradas con
anterioridad en la pintura de artistas como Ferinando
Botere, y legsactititnitregideanians ardeppeRiliRizara
per fotorealisias come Claudio Brave, es mareada-
menteeta. Como parte deestedrsaiiollo, lafetegra-
fia en sl misma se eBRViFid B8R UR afie (egiime
y{inalments comenzs 21liglrar 2P glella Rtz 2
gseultura:

La camara se presta de un modo natural al registro
de los hechos, y una de las aplicaciones mas persis-
tentes de la fotografia en los anos recientes ha sido en
beneficio de la documemtacion. Eduarde Calderon y
Antonig Tocora ilustran claramente esta tendencia en
series defiotogradias que resultan especialmente revel-
adoras en cuanto al medio. Las diferencias de acer-
camiento parecen estar conectadas con las caracter-
isticas propias de las comunidiadies en gue elles
nacieran, Por la sensitiva e introspectiva naturalieza de



obscure and far from specific, and even their titles
give few clues to the artist’s real meaning. The
ambiguity of her images, their thematic restraint
and general simplicity, both in color and design,
demonstrate that this other, less formal, aspect of
abstraction still survives.

The revival of representational art during the
1970s was motivated to an extraordinary degree
by the incorporation of photographic imagery.
This phenomenon is hardly confined to artists of
Latin Amwerica, but, given the regional affinity for
figuration, the difference is strikingly obvious
between the distortions found earlier in the paint-
ings of artists sueh as Fernande Boterd and the
firetic exaetitude later familiarized by pheoto-
realists like Claudio Brave. As part of this devel-
epient, photegraphy itself beeame a legitimized
art and finally began te appear as an egual beside
painting and seulpture.

The camera lends itself naturally to the record-
ing of fact, and one of the most persistent applica-
tions of photography in recent years has been in
the interests of documentation. Eduardo Cal-
derbn and Antonio Tocora clearly illustrate this
tendency in suites of photographs that are espe-
ciallyrevealing about environment. Differencesin
approach seem tied to ternperamental distinc-
tions among the societies in wiich they were
born. For the sensitive and introspeetive nature of
his images and his mastery of blaek and white,
Calderbn is typieal of the pregressive and peetie
schoel of phetegraphy that distinguishes Lima
from the rest of Seuth Amwriea. Teeera en the
other hand was born in the Caribbean but raised in
the States sinee he was thirteen: his eeler prints 6f

sus imagenes, y su dominio del vlanco y negro, Cal-
deron es tipico dela escuela defotogrfiia progresivay
poetica que distingue aLima del resto de Sudamerica.
Tocora en cambio nacio en el Caribe y vivio en los
Estados Unidos desde los trece anos: sus iimpresiones
a color de fachadas vivamente pintadas, tan tipicas de
los barrios latinos, resultan muy especificas por las
direcciones de calles cue constituyen sus titules. Cal-
deronsesiente mclinado por la historiay Tocora por el
presente, pero ambos—=noe menos que Bonevardi y
Regazzoni—se identifican con las tradiciones latinas.

El ilusionismo inherente a la fotografia ha sido en
general mas oxplotado por los pintores. Usada como
referenda, la fotografia puede hacer que los objetos
parezcan mas reales, pero una transformacion aun
mas dramatica tiene lugar cuando la pintura misma
toma la apariencia de una imagen producida mecani-
camente. Cinco de los artistas que aqui exponen estan
preceupades, en distinta medida, por lo ilusorio, y es
difieil evaluar su obra Sin considerar su posiclon en
relacidn eon la fetegralia, ya gue esto aun afecta les
pederes de pereepeien del observader.

Dentro de este lenguaje. Liliana Porter resulta
sobresaliente: ella ha hecho del dialogo entre realidad
y replica el tema entero de su arte; y su lexico de
pequenas objetos, libros, cuerdas, bloques. manchas,
quemaduras y tiznes, es seleccionado al menos en
parte por las posibilidadies que proporciona para
lograr una imitacion convincenie. Ademas de hacer
usodeteemicas pictoricastradicioralks, Porter recurre
frecuentermenie al elemento fotomecanico de la impre-
sion, y a veces aumenta la sensacion de ilusion traba-
jande directamente sobre la superficie mural. Sin
embargo, es atraves delasutil integracion dejuguetes
y objetos reales que las pinturas toman vida. Conocida
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brightly painted facades so typical of Latin barrios
are made quite specific by the street addresses
that constitute their titles. Calderdn is inclined to
history and Tocora to the present, but both, no
less than Bonevardi and Regazzoni, identify with
Latin traditions,

The illusionism inherent in photography has
usually been more exploited by painters than by
photographers. Used for reference, photography
can make objects appear more real, but an even
more dranatiic transformation takes place when
the painting itself assumes the appearanee of a
mechanically produced image. Five of the artists
exhibited Rere are invelved te varying degrees
with illusien, and it is diffieult te evaluate their
werk Without eensidering their pesitien in relatien
to phetegraphy, sinee it Rhas even affeeted the
viewer's peweis of perceptien:

In this idiom Liliana Porter is outstandiimg: she
has made the entire theme of her art the dialogue
between reality and replication, and her lexicon of
small objects—books, string, blocks, daubs, burns,
and smudges—is chosen at least partially because
of the possibilities it affords for eenvineing imita-
tion. In addition teo traditional painting teehnigues;
Porter frequently resorts te the plhetemeehanieal
deviee of sereen printing and semetirmes inereases
the illusien by woiking direetly en the wall sui-
faee. But it is threugh Rer subtle integratien of
teys and real ebjeets that the paintings eame 8
life. Perter is knewn as a master printiaken as
well as a painten and it is easy te asseeiate her
sephistieated art with the UrBane, intelleetual &li-
mate of Rer Aative Buenes Aires (With Which the
expatriate Ras been able t® MAIRKIA YABFBkeR



por su maestria en la impresion tanto como por sus
pinturas, es facil asociar el arte sofisticado de Porter
con el clima urbano e mtelectual de su nativa Buenos
Aires (con que la artista expatriada ha logrado man-
tener ininterrumpido contactol; aunque se la admira
del mismo modc en las otras muchas partes de Lati-
noamerica donde su obra se conoce.

No solo en su preference por los temas sencillos
sino tambien en su predileccion por la monocromia.
Luis Serrano tiene semejanzas con Porter. Pero la
autenticidad de sus ejecuciones esta originada menos
en la precision mecanica de la fotografia que en una
academica condicion de dibujante. Los articulos
domesticos estan presentados para acentuar su forma
y genero, no su volumen. Educado en los Estados
Unides, Serrano apenas muestra huellas de una sensi-
bilidad especificamente eguatoriama, pero, ¢OMO
Bonevardi, posee una sensibilidad por el espiritu y
enigma del objete gue trasciende ia exactitud de la
representacien y la identidae regional.

Moiliario y residuos domesticos se destacan tam-
bien en las construcciones de Maria Brito-Avellana;
§US piezas sin embargo son montajes y cast siempre
estan realizadas en tres dimensiomes, utilizando en su
fepertorio accesorios de ilusiomsta—inciuyende foto-
grafias, reproducciones y hasta modelado—para evo-
car la presencia humana. Brito-Avellana se ocupa mas
directamente del individue (yen particular de su propia
herencia cubana) gue Porter, suUyes comentarios son
generalmente mas literaries. EN spliritu sus obras son
introspectivas y vagan preximas 8l subeenseient: sin
embargo la artisia esta menes preeeupada per & mis-
terio de los objetos arrancades de su verdadere cen-
texto antropologice que per un dialege con fantasmas
del trafico humano y les hechos gue con ellos se

contact), but she is admired equally in the many
other parts of Latin America where her waork is
known.

Not only in his preference for humble subjects
but also in his predilection for monochrome, Luis
Serrano has similarities to Porter. But the authen-
ticity of his renderings is rooted less in the
mechaniical accuracy of photography thanin aca-
dernic draftsrmanship. Domestic articles are pres-
ented to accentuate shape and genus, not volume.
Educated in the United States, Serrano shows
glmost no traee of a specifically Ecuadorian sen-
sibility, but, like Benevardi, he has a feeling for the
§pirit and enigrma of the ebjeet that transeends
representational exaetitude and regienal identity.

Furniture and domestic debris also figure prom-
inently in the constructions of Maria Britm-Avellana.
Her pieces though are assemblages and almost
always actualized in three-dimensions, using illu-
sionist props—including photography, reproduc-
tions, and even modeling—to evoke human pres-
enee. She deals more directly with the individual
(and partieulary her ewn Cuban legaey) than Por-
ter whoze eormments are usually meore literary. In
spirit Rer weirks are intrespeetive and hever elesa
to the subeenseious, yet Brite-Avellaha is less
eeneerned with the mystery of ebjeets plueked
frem their true anthropologieal eentext than with
dialegue With ghests ef the Ruman traffie and
events that eling te therm. Despite their tangible
torm, the pieess are Righly ambiguews, and, with
the aeute perception of a femining sensibility;
refer te eRigmaltic Iegacies af the past:

Juan Gonzalez, anether artist invelved with
illusion, also reaehed his stylistie maturity over the
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relacionam. A pesar de su forma tangible las piezas son
altamente ambiguas y, con la aguda percepcion de
una sensibilidad feminina, se refieren a emigmaticos
legados del pasado.

Juan Gonzalez, otro artista preocupado por lo iluso-
rio, quien tambien alcanzara su madurez estillstica
hacia la ultima decada. se ha fijado limitaciones pre-
cisas en cuanto a la produccion, escalkytemea, Como
sus obras son tan pequenas, no dan lugar a los efectos
gue enganan ala vista tan caractenstices de Portef. La
presision gue el demanda en la gieaucion—refinada,
metieulosa y gue tanto tiempo foma—neeesanamente
limita suU produeeion 8solle Lnas HOEas Obras Hor #19.
Si bien no es faeil comprendrr la prefunda signifiea-
€ien persenal de les metives gue Gonzalez reune, es
POrgue 5Us temas S8R todes autobiegrafiees y ausrre-
fereneidies. Para estes sujeies la feipgrafia resulia URa
impertanie fuente g8 referencia—espeeialmente para
Feesnsiruiv & pasade y faeilitar &l recyerde. EA sy
Mamypulacien de imagenes E8m8 de 13 dimensian
del tiemBe, Genzales, come Brita-Aveliana, esta mas
£ere3 g8 13 earngrte surrealista del ars 1a1ReameH:
£3°8 946 d8! 82ISMG Pragmatics: Gus fueraian save:
vagante durante sy evalueisn atistica

Un espiritu similar penetra la obra de Jorge Pardo,
quien, como Gonzalez y Brito-Avellana, dejo Cuba en
su juventud; sin embargo su obra se ubica aparte por
Su mayor exuberancia en color y diseng, como tam-
bien por la devocion por temas religiosos y espiritu-
ales. Su preferencia tecnica por el papel encuentra
muchaes paralelos en el arte latinoamericane contem-
poraneo (incluso Gonzalez, Porter y Serrane, entre los
artistas representaciomals), para quienes el papel es
un elemento basico, aunque no exclusivo por lo
menes caracteristico y recurrente. Pardo combina



last decade but has set himself distinctive limita-
tionsin production, scale, and theme. Because his
works are so small, there is no scope for the
trompre I'oeil effects so characteristic of Porter.
The fine, meticulous, and time-consurning preci-
sion that he demands in execution necessarily
limits output to only a few works a yeat. If it is not
easy to grasp the deep personal significance of the
fhotifs Gonzalez brings together, it is because
his subjeets are all autobiographical and self-
referential. For these subjeets, phetegraphy is an
impertant referenee souree—especially te reeoen-
struet the past and aid reeelleetion. In Ris mManipu-
latien ot irages as Well as of the dimension of
time, Gonzalez, like Brite-Avallana, is cleser t6 the
surréal eurrent in Latin Ameirican art than the
pragmatic realism that was rampant auring Ris
artistie evelution:

A similar spirit pervades the work of Jorge
Pardo, who like Gonzélez and Brito-Avellana left
Cuba in his youth, though his work is set apart by
its greater ebullience in color and design, as well
as by his devotion to religious and spiritual sub-
jects. His techmical preference for paper finds
many parallels in eoRtermpoiary Latin American
aft, ingluding that of Gonzalez, Porter, and Sef-
fano, among the representational artists. For
thern paper is, if not the exelusive suppert, at least
boeth eharaeteristic and reeurrent. Parde freely
eommbines the ebserved with the invented and is
fet espeeially dependent eh mimetie appear-
anees. The painstaking manual duplieatien ef
folifs extracted frem repreduetive media (beeks,
agazines, pesteards, ate.) is seen lese to eelipse
in the work ef Parde whose attitude is marked by

libremente lo observado con lo inventado, vy no
depende en especial de apariencias mimeticas. La
esmerada duplicacion manual de motivos extraidos de
medios de difusion gue utilizan reproducciomes {libros,
revistas, tarjetas postales, etc.) se ve casi eclipsada en
la obra de Pardo cuya actitud esta marcada por una
inforrmahdad que responde al clima de los anos
ochenia

Los diez artistas que representan vanos aspectos del
expresionismo reclente y de lo figurativo pueden
agruparse de acuerdo a rasgos colectivos generates.
El nuevo genero comunmente identificado como
neoospresiamsnae esta marcado por ciertos sellos esti-
listicos; un retorno al pnmitivismo y a imagenes casi
fetichistas, ejecucion audaz, una paleta multicolor, dis-
posicion y sobreimpesicion de imagenes, ademas de
un sentido de ineitacion y drama—perteneeiende (iu-
chas de estas caracteristicas, hasta hace peco tiempe,
mas usualmente a Ia esfera del arte regienal gue del
internagioral.

Luis Cruz Azaceta y Rafael Ferrer son pioneros en la
nueva estetica y se los conoce muy bien por mas de
una decada de exhibiciones en galenas de Nueva York.
Las recientes compaosiciones figurativas de Ferrer no
son tan primitivas en apariencia como sus obras ante-
riores, aunque en cuanto al color y la libre disposition
retienen aun la energia de los ‘graffiti. El color y el
trabajo de pincel adguieren caracteristicas feroces en
lastelas de Azaceta, psre en su arne—ne Menos gue en
el de Femer—la figura esta ligada al episedio y & la
narrativa por temas gue se ofiginan e la mente y
desaflan la logica. La corriente de Ia narrativa, gjempli-
ficada por tantos artistas en la muestra (ineluyende a
Alraiaiz, Alvarez, Romere y Sierra), es tipiea del arie
latingamerican®, £0R AUMEreses precedentes en la
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an informality responsive to the climate of the
1980s.

The ten artists wiho represent various aspects of
recent expressionism and figuration may be
grouped according to general collective traits. The
new genre cormmaonly identified as rreoexpres-
sionisrn is marked by certain stylistic hallmarks: a
feturn to primitivism and almost fetishistic imag-
ery, wild exeeution, a rainbow palette, superim-
pesition and layering of imagery, as well as a
sense of urgeney and drama—rmmanmy of these
eharaeteristies more eustormanly the previnee ot
regienal than international art:

Luis Cruz Acazeta and Rafael Ferrer are pio-
neers in the new aesthetic and well known from
over a decade of exhibiting in New York galleries.
Ferrer's recent figurative compasitions are not as
primitive in appearance as his earlier wark, though
in color and fiee handling they still retain the
energy of graffiti. Coler and brushwork become
ferocious in the eanvases of Azaeeta, but in Ris art
ho less than in that ef Ferrer, the figure is linked to
episede and narrative By subjeets that eame frem
the head and defy legie. The eurrent of Aarrative
axermplified By §6 many artists in the shew (inelud-
ing Alimaraz, Alvarez, Remard, and Sierra) is typi-
cal ot Latin Ameriean ar, With AUMRTOUS prees-
dents iR the persistence of anecdetd and the
survival 8§ surrealist faniasy. As WAth verbal Rarra-
tive; & story Hepends upon its telling; 4Ad; iR paint-
iRg: Bpisede and actibR €an Be stifled By drafts:
msnshia if it pecomes 6B literal and everly
deseriptive.

Paul Sierra, like many artists from the Chicage
area, has developed a highly individual interpreta-



persistencia de la anecdoia y la supervivencia de la
fantasia surrealista. Como en la narrativa verbal, la
histomadependedisl relato, yen la pintura, el epikodioy
la accion pueden ser sofocadas por la formulacion si
esta se vuelve demasiado literal y sobredescriptiva.

Paul Sierra, como muchas artistas de la zona de
Chicago, ha desarrollado una interpretacion comple-
tamente individual de la figura. Manteniendo un nivel
de simplicidad y orden en la estructura de sus
imagenes, consigue subordiinar estas atractivas estili-
zaciones al ammo oscuroy dramatico de sus cuadros
en general. Como en el caso de su compatnota y
contemporaneo Azaceta, es esencialmente por sus
inagotables reservas de invencion en el diserio que sus
obras son piezas de arte de notable exito. Lo mismo
puede decirse de Carles Alrmaiaz, cuya tecrea audaz
resulta invariablemente eloglesa en relacion al carae:
ter diverse de sus ternas. Su ebra asta impreghada de
la violenta pelicrernia de les irepiees, y 65 neiable pef
laenergia desu ineitante ejesueion. Ceme 6l eoler y el
tradicional bagaje expresienista sen ian mpeHanies
en este grupe de artistas Axacsit Ferren Siefra y
Alvarez—e§ iRigresante espeecular acerea de s sus
relees 6OMALTRS R I8 Iatitud del Tropies de Eaneer &3
un faeter gue eBntribLye § &lis:

La sobreimpesicion es una tecmea gue halla exce-
lente expresion en las fetogiafias de Gil de Mentes y en
las pinturas de Edgar Francesehi. En ambes eases esta
motivada, no en una busaueda de aniguilaeien y des-
truccion, sino en la integraeien de metives gue enfi-
quecen y cambian 6| eppiexte. De UR mede &6n-
trastante, las imagenes estan situadas lilsraimente en
diferentes planos, de mede gue ia yuxapesision reaiza
la complejidad tematiea 68R matiees adicionales de
significado—o de eantradiceien. Tanie Ia disparidad

tion of the figure. By maintaining a degree of
simplicity and order in the structure of his images,
he is successful in subordinating these appealing
stylizations to the general dark and dramatic
mood of his pietures. As with his eempatriot and
eonteriporary, Azaceta, it is essentially beeause
of Ris endless reserves of invention in design that
his woirks are sueeessful pieees of art: Mueh the
§ame is true of Cares Almaraz, whose wild teeh-
Rigue is invariably eemplemenitary te the diverse
eharaetar 8t Ris subjeets: His work is diffused with
the vielent pslychramy of the tropies aRd rémark-
able for the eRergy 8% its urgent é&xeEcutisn:
Beecause esler éﬁa the %Gii‘i%%'l E_%BF8§§i8Hi§{
Baggsg@ are s8 IMportant With this group 8#
9HI§{§_:AE§E%E%’, Ferrer. Sierra; aRd Ai\’:ﬁ[@i:ii is
IAtFgUIng 0 SPeculate WhRKRY their COMMBA
F881ts iR the Igtitude 8F the Trepic 8F Eancer is &
EBRIHBUERG FaEtoY

Superimposition is a technique best expressed
in the photographs of Gil de Montes and the paint-
ings of Edgar Franceschi. In both cases it is moti-
vated not by the pursuit of annihilation and oblit-
eration but by the integration of motifs that enrich
and change eontext. In radieal form, images are
located guite literally on different planes, so that
juxtaposition boosts thematie eomplexity with
additional shades of meaning—or eontradietion.
Disparity in exeeution as well as the type efimage
means that it is relatively easy te extrieate the
separate motifs and read them in iselatien. Ulti-
mately, of eauiss, the sueeess of sueh works (and
RRYRAESABYFSIm iR general) is measured in fairly
traditional formviiist terms, aceording to their
unity and visual integratien:
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en la ejecucion coma en el tipo de imagen imdican que
es relativamente facil deslindar los diferentes maotivos e
interpretarlos aisladamentie. En ultima instancia, desde
luego, el exito de tales obras {y del neeesxprasiomsmo
en general) se mide en terminos formalistas bastante
tradicionalies. de acuerdo a su unidad e integracion
visual,

Los dos pintores expresiomstas mas extremos en el
uso de la escala pwvesemtan un ilustrativo contraste.
Hasta oerto punto, ambos trabajan partiendo de la
mitologjia; pero los torsas, miembros y cabezas de
Frangella, ejecutadas con resolucion en una intensa
luz contrastante, estan proximos a la monocromia y
dramaticamente opuestos a los ejercitos de espiritus
antropomorfices que habitan las dimensiones de friso
€e las telas de Carlos Loarca. En tanto que un artista
previene del medio eosmopoiita de Buenos Aires y
refleja una hereneia eultural predeminantemente eure-
pea, el otre representa a Una eemunidad mas regional
del Nueve Munde, fiea en tradieiones indigenas y
felklere. La disparidad de sus estiles da pruebas de la
iremenda diversidad de puntes dg vista y de filessfias
gUe s& UReR Bajs el iermine IatMeamerieane.

Un ultimo grupo de siete artistas se adhiere a acti-
tudes que estan fuera delos limites convenciomales de
la pintura y la escultura. Buscando un sentido del
compromise mas profundo de lo que pasivos enfren-
tamientos lo permiten, estos artistas se dividen en dos
grupos principales—instalacion y representacion—
enraizados en realizaciones de la ultima decada. En
todos los casos, las ideas tematicas existentes detras
de la obra trascienden la forma de la pieza misma,
desgastando creencias tradicionalles acerca de la obje-
tividad del arte; si bien aun queda espectaculo en
abundancia para deleite de la vista. Las forrmas de arte



I

The two expressionist painters most radical in
their use of scale make an illuminating contrast.
To a degreee they both work from mythology. but
Frangella's torsos, limbs, and heads, uncompro-
misingly executed in a harsh contrasting light, are
close to monochrome and dramatically opposed
to the regiments of anthropormonphic spirits that
inhabit the frieze-like dimensions of Carlos Loar-
ea's eanvases. One artist is from the cosmopoli-
tan rilieu of Buenos Aires and refleets a eultural
heritage that is prederinantly European, while
the ether represents a rmore regiohal New Werld
geeiety, rieh in IRdian tradition and felklere. The
disparity between their styles shews the tre:
mendeus diversity ef viewpeintsamd philessphies
that is uAited Under the t8Fm Latin Ameriean.

A final group of seven artists subscribes to atti-
tudes outside the conventiomal boundaries of
painting and sculpture. Seeking a deeper sense of
engagement than is permitted by passive frontal-
ity, these artists fall into two major divisionss-
installation and performanee—vwhich are reeted
in developments of the last deeade. In all instan-
ees the thermatie ideas behind the work transeend
the form of the pieee itself. ereding traditienal
beliefs abaut the ebjeetivity of art, altheugh there
is still plenty ot speetaele left to delight the eye.
The art forms themselves are still develeping,
sinee by Aature they are ebliged to kesp paece with
the teehnology they expleit, s well as the secisty
that is Being addressed. Essentially, B6th meatiers
are subversive, net simply Beeause they rejeet
formais previeusly established in the visual arts
But alse quite frequendy for the sutspeken Aature
ef their eemment:

mismas estan aun en proceso de desarrollo, puesto
gue por su naturaleza estan obligadas a seguir el nitmo
de la tocnologia que explotan, asi como de la comu-
nidad ala que se dirigen. Esencialmente ambos oficios
son subversivas, no simplemente porque rechazan
formatos previamente establecidos en las artes
visuales, sino tambien muy frecuentemente por la
osada naturaleza de su comentario.

A Luis Cammitizer y Alfredo Jaar. por ejemplo, se los
ha conectado con obras de arte politicas, aunque una
inspeccion mas cuidadosa revelara gue sus instalacio-
nes tratan mas usualmente de asuntos de moralidad
que de cuestiones de partido. Una vision tan restrm-
gida es enganosa no solo porque subestima conside-
rablemente su diversidad tematica sino tambien por-
gue se pierden la poesla g intensidad asi como la
belleza estruetural (tante en detalle eome en totalidad).
En tode 0ase. el foed de sy atension es por 19 general
Latinearmerica, e6mo loes para Leandre Kaizy Regina
Vater, uye arie demuestra URa Mayer preseupasion
Bef I3 tecRelegid aeiual. Vaier. eeme se seupa de
Prepesicieres sentempraneas y 1as analiza en el len-
guaje 8 AUBSIFS HEMPe. puede ubiearse libremente
&R &l E8Rtexte Brasilens 8 &R &l esiadeumdrnie. €OME
8R &l €388 de Jaar y Camniiger sus piezas iratan del
REER® EBRetie, EBRERINISRte 813 esiruetura de AUSS:
{8 medie, EompRMiamiBnid y Ereencias: ES BrRE!:
BAIMERIESY EOMPFAMIAB EBR lacMamatasralialogys
fiene 8n COFRLR GBR Ktz para guisn este Mediose ha
EBRVEHIAS &R BHIRCIRAl pregeupacion Kai: sin &Mm-
Bargs; tiends 3 BeUPAr3s del pasads; esia 13s5inads
A8 $818 pBF 185 SiMBaIeS: SIGABS ¥ IEAgUale gue cansti:
{HYER RHESHS Sistema decYMURRALIM. SRS (BMBIER
BBF &l AEMB ¥ (ranseurse del tismpe: £2 ManIBYIASISR
de 13 veigeidad del Breyecior Ig permite pradesir pelf:
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Luis Camniitzer and Alfredo Jaar, for instance,
have been linked with political art works, though a
closer inspection will reveal that their installations
usually deal more with issues of morality than
questions of party. Such a restricted view is mis-
leading not only because it considerably underes-
timates their thermattie diversity but alse becatse
the poetry and poignanee as welll as the strustural
beauty (both in detail and total) is missed. Latin
Amneiiea, in any ease, is eemmonly the feeus of
their attention, as it is with Leandre Katz and
Regina Vater, Whose art SReWs 8ven mere invelve:
ment with eurrent technoRgy. Vatern Beeause she
deals with eentermporary propesitions, and ana:
lyzes them iR the ianguage ot eur time, is fee te
plaee Rerself in the esntext of sither Brazil or the
Uﬂii&ﬁ Staies. Like Jaar and Eamnicer, she HEEI_§
WAth kRBWH i‘%&_& abeuit &P-S strueture _8? Bur eRvi-
FeRMeRt. BEH%V_:E% SHH Beligts: itis BH_HEEB%W Rer
iRVBIVEMBRt With M that she Ras in EGMMBA
With Katz; For Whom the medidm Ras BECSME &
m OF EOMMitMERNE. Katz, though, tehds 18 deal

th the past RE is fascinated Rt BRIy BY the
§¥H%B‘6'|§ signs; and Igﬂgas & that EgRsttyts sur
SYStEM 8F EBMMUNEAkoR Bt BY, the B%E% an
B%§§§88 gk timg ﬂi%i? M% %u\%'t gk B E Siectar
gu mo a&

Fssa & %B\%%H movvhaz& ol
i n% he {nmgﬁ b 4 e ehes
wwa'n aaag&la 1ons he =sasggam%§si
a.ngm& G\ iSenss in mis use of TRt 2
ro eC mnon.

Despite the importance of action and move-
ment in his work, Katz though is not a perfor-
mance artist, and this activity is more accurately
described by the work of Marilia and Papo Colo.



culas que cambian de verdad el ritime del tiempe para
lograr un efecto artistico; en tanto que en sus instalacio-
ones demuestra igual maestria llegande a teenicas
teatrales en el uso de la luz y la proyeceion.

A pesar de la importancia que la accion y el movi-
miento tienen en su obra. Katz no es un artista del
espectaculo; esta actividad se describe mas adecua-
damente por la obra de Marilia y de Papo Colo. Las
piezas de Colo estan motivadas mas por el deseo de
representar una idea {lo cual puede ser captado en
fotografies) que por el de manipular una audiencia en
persona. Fiecuentemente, ademas, su arte en con-
junte toma una forma fisica tan tangible que hasta
denuncia la sguda sensibilidad de un actor por el
drama y el suspenso. Una actitud orientada mas tea-
tralmente aun se haece evidente en las representacio-
nes de Marilia en epnjunto €on la lectura gue su
&sposo hace ge sus prepias peesias; pere sus estudies
difieren en relacien a les otres aHistas, ya gue élla
recibie instryction 6R ares de interpretation BriRei:
palmente.

De un modo radicalmente diferente a los artistas
que representaban el cuerpo en los afios setenta, ARa
Medieta ha tornade su prepie euerpe eeme el medie
de su arte. Usande las materias organieas de Ia tierra
en su estade natural eeme medie de expresien, la
artista visita sities remetes para RSt exeavar y
modelar cuerpes &stilizades—ealibrades 66h Y pre:
pia pequena estatura fisica. La forma g esias ima:
genes intimas, simbelieas y fifualisias se prediea 1A
situ. Tanto su disene e6me el preeess de sY Manyfae:
tura se relacionan €6R URa primitiva hereneia tribal, gl
€iclo del nacimiente, Ia vida y la Muerie, ¥ 1a Armonica
felacion entre el genere humane y la fierra, Muy
Raturalemente, nuestro fragmentario eenorimiRMe ge

Colo’s pieces are motivated more by the wish to
act out an idea (which can be captured in photo-
graphs) than to manipulate an audience in person.
Frequently his art also takes quite tangible physi-
cal form as assemblages that still betray a per-
former's acute sensitivity for drarna and sus-
pense. An even more theatrieally oriented attitude
is apparent in the perferrmamees that Marilia
rnakes iR eenjunetion with her Ausband's read-
ings of his peetry—but Rer training, unlike that ef
the ether artists, was primarily iR the perferming
arts:

In away radically different from the body artists
of the 1970s, Ana Mendieta has taken her own
body as the subject of her art. Using the raw
organic textures of the earth as her medium, the
artist visits remote sites to construct, excavate,
and model stylized bodies, wiich are gauged to
her own petite physical stature. The torm of these
private, symbolie, and ritualistie images is predi-
eated by the site. Their design as well as the pro-
eess of their manufaeture relates te priritive ti-
bal heritage, the eyele of birth, life and death, and
the Rarmenie rappert of Rumankind with the
earth. Quite Aaturdily eur fragrmentary knewledege
of these seulptures ean 8nly Be based 8h drawings
and phetegraphs, sined the pigess themsealves
Beesme immaiiral With the passage ef time:
interaetion With the Aatural BRViFORMEBRt is S6M8:-
thing Retable, especially in the werk et wemen
(ineluding Bther Latin Amihcans, sueh as Eseilia
Vieuna ahd Alicia Barney): Quite apart frem the
extremely sexual ¥8rm it assumes iR Mendista’s
work, Rer aetivity iR general may be idéentified
With eurrent frerniming sensibility:
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estas esculturas pueden solo basarse en dibujos y
fotografias. ya que las piezas mismas se desvanecen
con el paso del tiempo. La interaccion con el medio
natural es algo notable especialmente en la obra de
artistas femeninas @incluyendo a otras lzitmoamericanas
como Cecilia Vicuna y Alicia Barney). Totalimente
aparte de la forma extremadamente sexual que asume
en su obra, la actividad de Mendieta en general puede
identificarse con la sensibilidad femenina actual.

Esta exposicion revela no solo actitudes que estan
esenaalmente en armonia con el arte reciente de los
Estados Unidos sino que tambien demuestra la nca
herencia que los latinoamericanas han legado a su
tierra adoptiva.

John Stringer
Nueva York

This exhibition not only reveals attitudes that
are essentially in harmony with the recent art of
the United States but also demonstrates the rich
heritage that Latin Americans have bequeathed to
their adopted land.

John Stringer
New York
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El dilema del artista-immigrante
latinoamericano en los Estados
Unidos

To os los artistas incluidos en esta muestra son
oriundes de America Latina y todos ellos son inmi-
grantes. o obstante, el seroniginanio dke wm s ag-
pada con otras once naciones, cada una de las cuales
exhibe las mas diversas caracteristicas, asi como el
hecho de ser residente en los Estados Unidos dice
muy poco acerca de cada individuo. La mayoria de
estos vemtisiete artistas vienen de Mexico, Cuba y
Argentina. Estan representados America Central, los
Paises Andimos y Ias naciones del Cono Sur (Argen-
tina, Chile y Uruguay). Entre ios paises no representa-
dos estan las vigoresas eseuelas Esllombians yvenezo-
lana. y enire les del Caribe tampeee figuran los
deminicanes ni les haitianes. Sin embarge, un extra:
erdinany despliegue ge eBMpreMIBes ¥ 8 preeeses
artistiess se revela en este impertante ssfuerzs surater:
ial gue exhibe UR dilaiade aleanee de Busqueda y de
B8XPresion, tante entre les aHistas de reciente madurez
€98 6Rire aguelles E8RBEIEBS pBF sUs legres:

Todos estan abocados a la dificultosa tarea de
levantar puentes entre culturas y lugares. Algunos eli-
gieron hacer estos camhios. Otros vinieron obligados
por las circunstancias y quizas en estos ultimos la
adaptacion sea mas dificil. Las razones para la in-
migracion pueden ser tan numerosas como los
inmigrantes.

Algurios artistas han venido a Nueva York o a otros
centros estadoumdismses para “enfrentarse a las bar-
ricadas" o para probar sus talentos en la arena multi-
natiomal. Otros vimeron para hallar lasfuentes deesas
seductoras reproducciomes en color que contienen las
revistas de arte. Algunos otros, tambien, pueden haber
sido estimuladas por el critico latino que se queja de
que no hay ningun centra de arte importante en toda
Latinoamerica—en estecaso es una autoridad argen-
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The Dilemma of the Latin American
Artist-lmimigrant in the United States

A of the artists included in this exhibition are of
Latin American origin and all are imrmigrants. Yet
to be from one of eleven countries of the most
diverse characteristics and to reside in the United
States tells us little about eaeh individual. Most of
these twemny-seven artists eome from Mexiee,
Cuba, and Argentina. Central Ameitiea, the AR-
dean states, and the Southetrn Cene eeuntries
(Argentima, Chile, and Uruguay) alse are repre-
sented. Afmong these Retineluded are the pevyer-
ful Colompian and Vepezuelam seheeols and,
armong the Caribbeams, the Deminicahs and Hai-
tians. NeoneihiRss, an extraordinary spread of
artistic eemmitUNs aRd pProcesses appears iR
this iMpoerant curatorial etfort that sRewWs an
exiensive range of search and expressioh 2MeRg
QHEE 8?_ FEEEAt Maturity aRd those famiar foF
their 2chisvements:

All are burdened with making bridges between
cultures and places. Sorme chose to make these
changes. Several came at the behest of others,
and perhaps theirs is the most difficult adjust-
ment. Reasons for immnigration may be as num-
erous as the persons invelved.

Some artists have come from abroad to New
York or other North Armerican centers to “face the
barricades,” or to test their talents in the multi-
national arena. Some come to find the sources for
those seductive color reproductions packaged in
the art periodicals. Others may be encouraged,
too, by the Latin critic wiho comiplains there is no
major world art eenter In all Latin Am@iica. In this
case it is an Argentine authority speaking. Is his a
colonialized mentiiity? Perhaps he is referring to
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tina quien habla. i Es esta una mentalidad de colonia?
Quizas se refiera a algo que ahora parece ser util: una
conjuncion de contactos entre galeras de arte y
colecciomistians, critica constructivay mutua entre artis-
tas, considerable publicacion de criticas, razonable
respaldo a museos y a exposiciomes de nuevas ten-
dencias nacionales y extranjeras. Sin embargo, todo
esto es bastante poco comun en tadas partes.

Un artista puede muy bien venir a los Estados Uni-
dos acausa de las audiencias. extensas y actualmente
bien informadias, y del intercambio con colegas de
simtlares inclinaciomes. Estas audiencias son general-
mente compuesias por individuos de clase media ali-
viados, al menos parcialmenie, de la presion de la
supervivencia; con tiempo y energia para seguir las
busgquedas dsl artista y sopesar sus conclusiones. En
los pequenos paises latinos estas audiencias son lim-
itadas, a pesar de la elite de ebservadores a mMenude
aguda y ampliamente experimeniadr:. EA las grandes
naciones del suUr hay aun amplias difereneias en epet-
tunidades edueativas asi tambien esme difereneias
eulturaies entre I8 grandes eentres y &l interier: €9Me
6s, per ejemple; &l £ase de Buenes Aires; San Fable 6
Caracas: Para ampliar sumereadeysis Rarizenies; YA
artista latineamericane puede slegir UA Estangue mas
vaste &n &l eual pesean, £8MB 18 haEeR sUs COREMPS:
fanees &n Bires £ampes:

Otros estimulos para la emigracion incluyen el
cambiodegpiirmas con mas intercambio decarteras
flue de sustancia, y planificadas e inseguras econom-
138, En algunes casos la represion y la suspension de
los derechos individuaties resultan ajenas a la contem-
placiony la busqueda. Estos perjuiciosson entumece-
deres, porsupuesto, cuando se esta expatriado, pero a
ffieAudo se convierten en una base para la disension

collector connections, mutual and constructive
criticism among artists, respectable criticism in
print, reasonably supported museums, and exhibi-
tions of new developmenits at home and abroad.
Yet these are rare enough anywhere.

An artist may well come to the United States
for the larger, now basically well-informed, audi-
ences and for interchange with like-minded peers.
These audiences are generally middle-ckass indi-
viduals wiho are at least partially relieved of survi-
val pressures and thus have time and energy to
follow an artist's researches and weigh his eon-
clusions. Such audienees are limited in small Latin
gountiies, despite the often aeute and widely
experienced elite observers. In large Aations te the
south there are still vast differenees in édueatienal
opportunities as well as eultural differenees be-
tween the eenters and the regiens, as for example
in Buehos Aiires; or in Sae Patile and Caraeas: To
Wwiden Ris markat and Ris ABrizens a Latih Ameri-
eah artist may eheose to fish in a Iarger pesl; just
a8 his eentemipuaiies d8 in 8ther disciplines:

Other stimuli to emigration include changing
national governmemts, with more exchange of
portfolios than substance, and precarious,
planned economies. In some cases repression and
the suspension of personal rights prove alien to
contermplation and research. These hurts are
numbing, of course, wihen one is expatriated, but
they also often becoeme a basis for artistie dissent.

Newcomers find barriers here that begin with
money or the lack of it. Some are fortunate in
friends and family. But commumication blocks
add to the wallls surrounding education, gallery
shows, publication, collector interest, and idea
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artistica.

Los recien llegados encuentran barreras aqui, que
comienzan con el dinero o la falta de el. Algunos son
afortunados por poseer amigos y familia. Pero a los
obstaculos en la comunicacion se anaden las vallas
que rodean a la educaciom, exposiciones, publicacio-
nes, interes de los coleccionistas e intercambio de
ideas con artistas consagrades. De este modo. a los
azares ya expenmentades por los artistas nacidos en
los Estados Unidos y Ganada se suman cuestiones de
lenguajey costurripies. Por Io tanto, muchesvisitantes
del exterior se agrupan en eomumidRdes donde len-
gua, ideas, luehas interAas y eomidns fariiares 168
fedean. La asimilacien A8 es faeil=y frecueniemenie
A6 65 deseadia. Per centraste 6l iFiunte en el eseala-
miente de vallas extranieras se muesira dramatiea-
FRERtE &R &l AUMErs a8 8stos expesiiores. Han recikids
Beeas presiigienads, EoReesion de premigsy adquisieie:
RES: § MEAUEB BI‘_FM@FB éAsH PatrisyIuegeaiipxRs de
Beeas @Hégéﬂﬁ@lfﬂ BN atisnal EHHBWH\%HE farthe AFE§
Y FEEBRBEIMIERLS §IFHI|%F §ué premia un WMHFHSHB
gsfuerze: P&rs: &l tHiUATe UFadsrs A &8 AXamaties:
YR BEEaHB GUgEBRREIM dE I3 Bresents expasicin Aa
&51ad8 aqui desde 1GR9 SIS Rl &
183 aAuales del Whitney MuseHm SF AMSHEan Aft &
PES3F A8 §U& &R &l &XiranJ&r8 sY IRHUEACIA A S148 BigR
SBaBHAd:

No todas las persenalidades nfluyentes de origen
latinoamericano estan incluidas en esta exposicion. Su
importancia reside en el esbozo gue han proveido tes
curadores de la extraondinaiyg amplitud de expresion y
la inventiva conceptutal en la obra de los artistas latings
de diferentes grupos generacioneiles trabajando en
este pais.

Aquii parece elegido euidadesamente para disolver



exchange wiith established artists. So to the road
hazards already experienced by artists born in the
United States and Canada are added the matters
of language and customs. Thus many visitors
from abroad cluster in communities wihere the
tamiliar languages, ideas, foods, and dragons of
opposition surfound them. Assimilation is not
easy—and frequently not desired. In contrast,
sueeess in scaling alien wallls is dramatically
Shewnh by numbeis of these exhibitois. They are
feelpients of prestigious grants, purehase and
prize awards, often first frem their heme eeun-
tries and later through Guagenheim fellewships,
National ERdewmenk for the AFts grants, and sim-
ilar reeegnition that applauds extraerdinary effert:
But Iasting sueesss is A6t autematic. ORe Gue-
genheim fellew in this exhibition Ras Been nere
sinee 1960 but Ras Aever Been included iR the
Whithey Museum 8F Americah Aft aAAuals;
theugh Ris influeREe Ras BEeR Wl ABted aBread:

Not all of the influential personalities of Latin
Armerican origin are included in this exhibition. Its
importance lies in the outline the curators have
provided of the extraordinary breadth of expres-
sion and conceptual invention in the work of Latin
American artists of different age groups werking
in this country,

Aquii seemns carefully chosen to dissolve stereo-
types. Among these stereotypes is the apparent
tropicalism presumed to distinguish Latin Ameri-
can art from that of its northern neighbors. The
fact that this show looks quite like a carefully
selected ward-center exhibition should surprise
no one. Latin Amwrica is a functional part of the
modern world and shares in and eontributes fund-

estereotipas. Entre estos estereotipos se halla el apa-
rente tropicalismo que se supone que distingue el arte
latinoamericanc del arte de sus vecinos del norte. El
hecho de que esta exposicion aparezca como una
cuidadosamenteescogidaexhilician internacional no
deberia sorprendier a nadie. America Latina es una
parte funcional del mundo moderno y comparte con
el. al tiempe que contribuye fundamentalmente a la
formacion de tendencias mternacionales. La mogion
de gue los latines simplemente derivan sus ideas de
les eentres mundiales y las diluyen a su mode se ha
prebade falsa.

De todas maneras, aqui hay una pronunciadia pre-
sencia latinoamericana. Si tenemos evidencias de
nuevas y diferentes mitologias (antiguas y recientes),
que incluyen ritos indiidlsés de pasaje, de autodefi-
nicion y propiciatorios de fuerzas rectoras, y de mostal-
gia por el paraiso perdido. Estan presentes los ritmags y
colorestiapcaes, pero tambien las formas austerasy
los ambienites frescos de las altas mesetas. Los temas
de protesta son importantes en varios lugares. Los
shmboles de la represion, de los desaparecides listados
come mercancias, pueden ser presentados €on as-
peray acusadora ironia. A veees la moral de las vigjas
leyes iberieas aparece lade a lade cen antiguas mite-
logias amerieanas, viste carme references talismani-
€8s 8 le gue se sobreentiende pere raramente se diee.
Algunes impulises, guizas. se extisnden desde la 6oR-
trafreferma o pesiblemenie desde las costumbres
ineas; hasta los estrates culivrales actuales:

La dispersion do los puntos de vista que aqui se
muestran evoca la imagen de un abanico en las
manos del artista. El abanico tiene ocho vanlias pero
todasforman partedel mismo mecanisma: unadecla-
racion autobiografica. Lasvarillas. o direcciones, com-
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amentailly to the formation of international tenden-
cies. That Latins simply derive their ideas from
waorld centers and dilute them in their own ways
has been proved false.

There is, nonetheless, a pronounced Latin Amer-
ican presence here. We do have evidence of new
and different mythologies, recent and old,
that include individual rites of passage, of self-
definition and propitiation of cornmandiing forces,
and of nostalgia for paradise lost. There are tropi-
cal colo¥s and rhythms but also the austere forms
and ceel environrments of the high plateaus,
Thermeg of protest are impertant iR many leca-
tions. Symbols of repression—of the disappeared
listed like eeramedities—ean be presented with a
§eathing ireny. Sometirhes the meralities of his-
torie Iberian laws appear side by side with aneient
Amriicah Mythologies, seen as talismanie refer-
8AEAS 6 What is uRdersieed, But seldem veieed:
Perhaps s8me impuises extend frem the Eeuntsf-
Refermation, oF pessibly fr8m IReaic practices
iRtB present cultiral strata:

The spread of viewpoints shown here recalls
the image of a fan in an artist’s hand. The fan has
eight ribs, but all are part of the same mechanism,
an autobiographical statement. The ribs, or direc-
tions, are about realities of perception, outer and
inner truths; art that stems from art now or from
art history; concern for sources in pre-Hispanie
antiquities; dissent; expressionism; related irra-
tional, mythiec, and surreal staterments; eoncep-
tual art, process and performance, filmic and mul-
tinmediia formms; and painting as painting, theugh
not neeessarily art for art's sake,

The realities drawn by New Yorker, Juan Gon-




prenden’ realidades de la percepcion, verdades interi-
ores y externas; arte que surge del arte actual o de la
historia del arte; inquietud por fucntes en antigue-
dades prehispanicas; disensiom; expresionisma; co-
nexas declaraciones irracionales, miticas y surreales;
arte, procesos y ejecucion conceptualies; formas cine-
matograficas y multiples; y pintura como pintura,
aunque no necesariamente arte por el arte.

Las realidades obtenidias por el neoyorqumo Juan
Gonzalez, nacido en Cuba y con educacion subgra-
duada y graduada en Miami, indagan dentro de la
sustancia interior de la gente y las cosas visibles. La
fuerza aparece en la delicadieza. Elemcntos metafori-
cos conectados por pasajes tonalos, aparecen en
relaciones de montaje, expandiendose y contrayen-
dose en una superficie de dos dimensiones. Expresio-
nes gue derivan del arte actual y gue forman ejem-
plos pictorices bien entendides se obseivan en los
trabajos de varios artistas. Los pesades empastes en
los ensayes figuratives de Luis Frangella de Buenes
Aires, ganader de Un premie Guggenheir, han side
inteligeniermente estudiades y repasades mueRas
veees een &l fiR de que &l preduete final resulie tan
apareniementa direets y A ferzade.

Las culturas prehispanicas de las Americas -
muchas de ellzas sam een ppoasesw die exkiurmesom em
regiones humedas o de grandes alturas, llevan con-
sigo un vocabulario de formas sin paralelo en otras
partes. Mas aun, los bordes esteticos se maintienen
todavia filoses. ne mellades per un eliche excesivo.
4Que mejor lugar para busear rutas alternativas para
un comienzo desde cero? Solo recientemente los
leroglificos y simbeles grafiees mayas han sido deve-
iados por los erudites. CoR seguridad son tan vitales a
huestra curiosidad esme lo soR les de Pompeya. Lo

zalez, born in Cuba and with college and graduate
education in Miamii, probe the inner substance of
people and things seen. Strength appears in deli-
cacy. Figural elements, connected by tonal pas-
sages, appear in montage relationships expanding
and eontracting on a tuea-dinwirsonal surface.
Expressions that derive from art now and from
well-uhderstood pictorial precedent appear in the
woirks of several persons. The Reavy impastees in
the figurative essays of Luis Frangella, a Guggen:
heim award winmer fre m Buenes Aires, have been
intelligently studied and gene ever Mmany times te
make the final results se apparendy dirget and
HAfereed.

Pre-Hispanic cultures of the Americas, many of
them still to be exhumed from humid or high
altitudes, carry with them a vocabulary of forms
not paralleled elsewhere. Further, the aesthetic
edges are still sharp, unworn by excessive clichés.
Wihere better to look for alternate routes to a fresh
start? Only recently have Mayan glyphs and gra-
phie symbols been opened by schelarship. They
are easily as vital to our eurioslty as are those of
Permpeii. Well shown is the use of film, whieh
Brings elarity and massive seale te MoRUMRMLS iA
the Peruviah highlands, sueh as these at Cuzee
and Machu PieeRu. Eduarde Calderen, whe lives
if Kirkland, Washingtem, is a Peruvian With Amer-
iean uRiversity training in anthrepelegy and ad-
vaneed study iR Musedlegy. His phetegraphy
af Peruvian antiquities sften surpasses the
decumenainy.

A fourth category is dissent. Underlying much
current mail art, graphic expression, figurative
painting, and performance and process work is
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gue se muestra bien es el uso del film que aporta
claridad y escala masiva a los monumentos en las
regiones montanasas peruanas, como los del Cuzeoy
Machu Picchu. Eduardo Calderon, que vive en Kirk-
land, Washingtom, es un peruano con estudios de
antropologia en una universidad nerteamerieana y
estudios avanzades de museologia. Su |lotografia de
las antiguedades peruanas sebrepasa a menuds le
deeumeriial.

Una cuarta categoria es la disension. Subyacente a
gran parte del actual arte postal, expresion grafica,
pintura figurativa, trabajo de proceso y representacion,
se hallala protesta de mentes independientes contra la
represion en sus multiples formas. Entre los mas
influyentes de estos artistas figura un uruguayo con
amplia investigacion y ensenanza en Europa y los
Estados Unidos. Setrrata de Luis Caminitzer, gue vive y
ensena en la zona de Nueva York. Respetado desde
hage tiempe eemo un innovadier, Campitzer—gue en
la aetualidad tiene cuarentisels anes—ha escogide la
igea eeme pivete, adjuniandele yuxiapesiciores de
imagenes del MURdS en termines peetiees alusives,
siniestramenteciRIRS 8 MEenUde. El aster prineipal en
URa serie grafica en esta muestra es la mane del arista
fotegrafiadia en varias pesicierRs: YR ol de respalds is
desempenan £laves al parecer hincadss airaves de les
dedes; Betelids, pieanas & IsirUMBRtes semejantes
gue han afraids iss sjes de fss FH%SFFB%%%G%%: 13 sefle:
gUe EXpresa YRGS EUaAIBS PURIRS EBREIUNRMNER, S6
fitula “Fram the Yruguayan Torres™ €ada esiadia del
IRErFEgatana se vistializa separadaments v 63 38M:
B3nadg Bsr Yna trase qus revela &l sadisms ¥ A
Brapesiie; digne de Malach, ds quebrar 8l dysng defa
Mane: Frocesas de fransferencs fatagratiea dan yA
alge ds impereanalidad aficial 2 &sias 9easianes:
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the protest by independent minds against repres-
sion in its multiple forms. Among the most
influential of these artists is an Uruguayan with
extensive European and American research and
teaching. He is Luis Camnitzer, who lives and
teaches in the New York area. Long respected as
an innovator, the forty-seven year old Camnitzer
has chosen the idlea as his fulcrum, joining it with
image-word juxtapositions in allusive, often grimly
poetic terms. The principal actor in a graphic ser-
ies in this exhibition is the artist's hand, photo-
graphed in various positions. Supporting roles are
played by nails apparently driven through fingers,
botdes, eattle preds,and sueh instruments as have
eaught the eyes af interrogators. The series that
makes a3 Aumber 8f eenelusive peints is titled
“From the Uruguayan Tertures.” Eaeh stage ef
the iRquiry is visualized separately and eaeh is
3EcoMpanied By a pRrase that reveals the sadism
and Moloch-like purpose 8t Breaking the swmer of
the hahd: BRotographic transier pracesses give some-
thing 8 2R “ficial” iImpersanality to thess 8cea:
si6ns; thaugh the prAtRg itselt is immaculate:

Expressionism, central again since the late
1970s has found three exceptionally strong con-
tributors to this exhibition: Rafael Ferrer, Luis Cruz
Azaceta, and Caros Loarca. The work of these
men is distinguished from the polite and often
eclectic Expressionism of the 1980s by a psycho-
logical intensity of eomphitihent. Three distinct
artists, yet they share the eondition of autedidaet,
each eftectively self-tutored in finding the ways to
make his points. Deeply felt experienees are eften
stated with eruptive foree.

Rafael Ferrer, prominent in American art, began

aunque la imprenta es en si MisMa inmaculada.

El Expresionismae. asimismo ceniral desde fines de
la decada del setenta, ha hallado tres poderosos con-
tnbuyentes a esta exposicion: Rafael Eerrer, Luis Cruz
Azaceta y Carlos Loarca. La obra de estos artistas se
distingue del cortes y a menudo eclectico Expresio-
nismo de la decada del ochenta por una intensidad
sicologica de compramiso. Son tres artistas distmtosy,
no obstante, comparten la condicion de autodidactas,
eada eual autoeducado efectivarnente en hallar el
€8MiRG para expresar su opinion. Las experiEnnes
prafundamente sentidas son a menudo expresadas
£8R fuerza irryptora.

Rafael Ferrer, figura prominente en el arte norteame-
ricano, comenzo a exponer individualmente a la edad
de treintitres anos {1 966) y tuum S primera s an
en el Whitmey Museum en 1971. Ha ensenado por
varios anos en Filadelfiay esta consagrado como escul-
tor, fabricante de artefactos—decoradias canoas y car-
pas. entre allos—y pintor de imagenes. Antes de llegar
8 §&r Un expositor regular en una o en varias galerias
de Nueva York, Ferrer era bateria en un conjunto de
fusiea salsa guizas egande a las artes visuales a
traves de fa musiea. Ha impuesto sus propies terminos
gl medie gue usay atraves deel al munde ariitticogue
le fedea. Su Sel de Puerio Ries. una menumental
puerta, es URa aseulpida enirada aun barrie del Seuth
BreRx. Nadie eeme &I, guizas, {Fansmite tan bien el
£618r y les Fitmes de 65a region y Ias fuentes intereyliy-
fales 4e URa persena que farma parte de 8ps MURABS

Luis Cruz Azaceta dejo Cuba a los dieciocbo anos
sin intencidn detirabajar comoanistay sin embargo se
ha transformado en un pintor de explosivo impacto y
revelaciones absolutas. Sus pinturas de la ultima dec-
ada, sus exposiciones en la galera Frurmkin en Nueva
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solo shows at age thirty-three in 1966 and had his
first Whiitmey Museum exhibitionin 1971. He has
taught for some years in Philadelphia and is cele-
brated as a sculptor, a maker of artifacts, including
decorated canoes and tents, and a painter of pic-
tures. Before becoring a regular exhibitor in one
or more New York galleries, Ferrer was a drummer
with salsa bands, perhaps eoming to visual arts
via musie. He has imposed his own terms on the
medium Re uses and through it on the art world
areund him. His Puerte Ricdih Swa, 8 menumental
gatewaly, is a seulptured entranee to a Seuth
Brenx ghetto. Perhaps ne ether Caribbean artist
§6 sueeasstully transmits the esler and rhythms ef
that area, ner the erass-eultural sauress of a per-
S6R apparently astride tweo woHds:

Luis Cruz Azaceta left Cuba at eighteen with no
intention of wworking as an artist, yet he has
become a painter of explosive impact and unqual-
ified revelations. His paintings of the past decade,
shows at the Frumkin Gallery in New York, and his
teaching at Berkeley establish him as one of the
most powerful expressionist painters warking in
this eountry.

Slower in developing as an artist is Carlos
Loarca, a Guatemalan living in San Francisco. His
bachelor's degree, earned in Quezaltenango, was
broadly based but did not inciude the arts. Beyond
some adult education classes in San Francisco
and Philadelphia he has built his own technical
skills and visual language, both of wihich are
devoted to the elaboration of legends and myths
of Guatermalan origin. Most celebrated is a series
devoted to a legendary doglike creature, “'El
Cadejo,” who accompanies late drinkers home




Yorky su ensenanza en Berkeley lo convierten en uno
de los mas poderosos pintores expresionistas que
trabajan en este pais.

Mas lento en desarrollarse como artista es Carlos
Loarca, un guatemalteco que vive en San Framcisco.
Su licenciatura de Quezaltenango tuvo amplia base
pero no incluia las artes. Tras algunas clases de educa-
timm para adultes en San Francisco y Filadelfia se ha
construido sus prapias habilidades tecnicas y su pro-
pio lenguaje visual, ambos de los cuales elaboran los
mitosy las leyendas de origen guatemalteco. Una serie
muy celebrada es la dedicada a una legendaria cria-
tura perruna, “El Cadejo”, que acompana a los bebe-
dores tardios a casa desde la cantina del barrie, ofre-
ciendo guia, sabiduria y armonia no selicitadias. En
otros casos el persenaje puede ser “H Bruje", con
aspecto de shaman, gue intereede per la gente, pre-
diee el future, eontrela Ios feRBMEReSs Melesrolegices
y hagee gue les vives y les muertes se eenpzean. Es Ig
“divine" 8R AUESIFa parean?: Los eategeriess tarbelli-
1108 €6 Ias fermas de Learea resuitan en Una disiorsien
expresiva y e8mMPIRade €BR YA3 EBRIFeIada palsta
basada &n &l gFis; &llas afrecen YR segure aceess & la
EOMPFRRSien de 3speeies de AUeSHra RatrIRZa, Para
I8 eual sl él‘ﬂ%f% 3p8Ha er’ﬂ@%){/ ESHW_%EHQ&%% €0A
farma de animal L8 sUy8 Eanstitiye URa impaciante ¥
duramente 9anada serls 48 revelacianss acerea ds sy
Pase per 13 vida:

~ Quizas el Surrealismo realmente llego a Latinoame-
ficacon lapresencia dieAndre Bretonyarassuresdlis-
tas en Mexico durante la Segunda Guerra Mundtal.
Este Surrealismo no pertenecia a la variedad escapista
atfibuida a cortesessalomes sino que reflejaba laserie-
gad de ia declaracion conjunta emitida por Breton y
Tieisky, llamando a la revolucion permanente. De

from the neighborhood cantina, offering guid-
ance, unsolicited wisdom, and rapport. In other
cases, the subject may be “El Brujo,” a shaman-
like figure who intercedes, predicts futures, con-
trols atmospheric phenomena, and helps the liv-
ing and the dead to get to know each other. He is
the “divine™ in us. The emphatic swirls of Loar-
ea’s figuration make for expressive distortion, and
eombined with a gray-based, eontrolled palette,
they offer a eertain avenue Inte understanding
aspeets of sur nature for whiech animism and
animal:like sguivalents are previded by the artist.
His is an impressive, hard-wohn series ef revela:
tions Upen his life's passage:

Perhaps Surrealism really came home to Latin
America with the appearance in Mexico during
World War 1l of Andiré Breton and other Surrealist
personalities. This Surrealism was not the esca-
pist variety attributed to polite salons but reflected
the seriousness of the joint statement issued by
Breton and Trotsky calling for eternal revolution.
At any rate, the resources for overturning rational
systems already implied in mythie rite, the under-
lying patterns of supernatural forees, the national
helidays based en pre-Christian ritual (Day of the
Dead, ih Mexico) have leng sinee Beeame living
parts ef pepular life. The Caribbean Aatiens and
sugareane-proedueing zenes of tropieal Latin Am-
eriea reeeived West Afiean peeples, their reli-
gions, and veedeo. Thus IRdian, Afiean, and late
medieval Cathelie religieus practieas join with
indigeneus Mixtures, inextricably Woven i8gether:
Imfuabie forees ean Be dealt with By geing te
fass, te a Bruje, i6 a candnibfe, 8F 8 ¥06H68
§65§i6R, 6r perhaps several in sUeesssion, I8aving
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todos modas, los recursos para derribar sistermas racio-
nales imphtitosya en los ritos misticos, las configura-
ciones subyacentes de las fuerzas sobrenaturaies, las
festividades nacionzles basadas en un ritual pre-
cristiano (el Dia de los Muertes, de Mexico), se han
transformadao, desde haceya mucho tiempo. en parte
viva de ia vida populr. Las naciones del Caritbey las
zonas productoras de cana de azucar de la America
Latina tropieal recibieron a les puebles del Afriea
Qceldental, sus religionesysuwdiy. Eneonseeueneia,
practiees religiesas hindues, afrieanas y el catolicisme
de fines del medieeve se adiuntan a mezelas indige-
Rag, entrelazandese inextricablemenie. Se pusdetratar
€6R fueizas iRMutablesyenee 3 misa, aver auh Bruje,
8 UR eandembe & & Una sssien de vudy; 8 5€ase a
vanas de 1as 8peiBrRS ARIBFBTeS 8A SUEBSIBR para A8
dejar nada fibrade &l &ar

Es a los misterios, silenciosos y reservados, que
hacen alusion las pinturas y los objetas esculpidos, de
secreta apanencia, de Marcelo Bonevardi. Argemiimoy
de larga residencia en Nueva York, Bonevardi es
miembro decano de cualquier hipotetica comunidad
de artistas latinoamericanes en los Estados Unidos
Ganador de un premio Guggenheim, su (mportancia
fue establecida por medio de sus trabajos de 8 princi-
pies de lossesenta. SU reputacionse basaen la fusien
de sus propias experiences en arguiteetura, escultura
y pinturd; ¥ e ha extendide sin disminuir desde su
celebrada Ventara delasiiainsgo de 1989 (matteladie
gran tamane) Rasta sUs aetdales cORSsiFUeeiBNes
essulierieas.

Mas alia de las obras de Bonevardi se hallan las
construcciones de unajoven artista, nacida en Culbay
educada en Miami, Maria Brito-Avellana. Sus con-
strucciones, cajas, juegos, ceramicas y muebles pare-




il
i H

nothing to chance.

it is to the reserved, silent mysteries that the
secret-seeming painted and sculptured objects of
Marcelo Bonevardi make allusion. An Argentine,
long resident of New York, Bonevardi is a senior
member of any hypothetical comrumity of Latin
Arnexican artists in the United States. A Guggen-
heim wimmer, his importanece was established with
his works of the early 1960, His reputation Is
based on a fusion of his own experienees in arehi-
teeture, seulpture, and painting, and it has 66R-
tinued undirminished from Ris eelebrated Asirel-
agers Windaw of 1964 (a massive Wall pieee) te
his present seulptured esnstruetions.

Beyond Bonevardi’s pieces, there are the con-
structions of a younger, Cuban-born artist edu-
cated in Miami, Maria Brito-Avellana. Her con-
structions, boxes, games, ceramics, and furniture
appear to carry messages. Perhaps they are
images for her perception of the human condition
and the isolation of those eaught in social formu-
lae. Her one-person shows beginning in the
1980s, reveal a eomplex inner life of experiences
that are raised iR her woiks to metaphois of
genuine eleganee. The pest-Dueharpian wotld
impinges here as it dees iR the eoneeptual arts
diseussed later in this essay. The Deeumenta
exhibitioh at Kassel, Germamy, iR 18972, has
invited further reanalysis of the visual arts in light
of the eentrality of Duehamp’s views as they were
ebserved there:

Given the terrors of a nuclear age and the
general reassessment of human circumstances
since the 1960s, it is not surprising that the arts
have been revised. At least five areas of develop-

cen ser portadores de méansaies. Son quizas imagenes
de su perception de la condicion humana y el aisla:
mlento de aquellos atrapados en formulas sociales.
Sus exposiciomes individiualts—quednieerzon confa
decada del ochentz—revel an una compleja vida inte-
rior de experiencess que son elevadas en sus trabajos a
metaforas de genuina elegance. El mundo de post-
Duebamp incide aqui como lo hace en las artes con-
ceptuales vistas anteriormente en este ensayo. La
expesicion Documenta en Kassel, Alemang, en 1972,
a traves della centralidad de la vision de Duchamp ali
observada, mvitaba a un mayor analisis de las artes
visuales.

Dados los terrores de una edad nuclear y la reeva:
luacion general de las circunstancias humanas desde
la decada del sesenta. no es do sorprender gque las
artes hayan sido revisadas. Son evidentes aqui por 1o
menags cinco areas de desarrollo: a) la expansion del
espacio siguico y literal con el fin de liberar el medio
ambiente para el arte; b) el pujar mas alla de los usos
historicos de medios familiares en cuanto al procescy
&n cuanto a su potencialidad de contenido; c} el haltar
medips adicionales para la autorrevelacion y, en con-
secueneid, para la eomunion con los demas; d) el
gvitar sistemas de celeecion-exhibicion ya estabteci-
des y el reaetivar receptores torpes con el interes de
FEaRImar la eomunieaeion y finalmerte. 6) el trasmitir
ifeas eenirales eeme Matrices para presentaciones
fue abarguen tedes les medies.

Nuestra seccion de artes conceptugles ofrece mu-
chas alternativas. Por ejemplo, Liliana Porter, una
argentina que reside en Nueva York, es una aclamada
artista grafica ganadora de varias distmciones. pintora
y constuqttoa de instalaciones. Compone ensayos
acerca de las sorprendentes ambiguediadies que sur-
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ment are evident here: a) the expansion of psychic
and literal space to free the environment for the
arts; b) pressing beyond historic uses of familiar
mediumms both in process and in their content
potential; ¢) finding additional ways for self-
revelation and thus for commumion with others;
d) brushing past established coHector-and-display
systems and reviving dulled receptors in the inter-
est of awakemed eormmunications; and finally, e)
transmitting eentral ideas as matiices for mul-
timedia presentatiens.

Our conceptual art segment offers many alter-
natives. Liliana Porter, for example, an Argentine
now in New York City, is a much-applauded
award-wiinming graphic artist, painter, and con-
structor of installations. She makes essays on the
surprising ambiguities that arise from stating
basic realities. She begins with the real and
believable, and she eoneludes with the possible,
at the edge of improbability. A master craftsman,
she treats Rer versatility easually, Aeting that she
fight almost as well Rave Been a vriter, fellowing
farmily preeedent.

Performance arts with the body used as a
motor and expressive factor, photography (still or
moving pictures), projections with light and sound
evoke a wider space for the artist’'s expression.
Here there are two Brazilians of distinction, Reg-
ina Vater and Marilia. Vater (whose interest in
ethnography parallels that of the Cuban-born Ana
Mendieta) has, as a graphic and plastic artist, an
extensive exhibition and performance history in
Brazil. Her personal development must include
groundwaork laid by the internationally influential
Coneretist and neo-Concrete moverments that




gen al formuller realidades basicas. Comienza con lo
real y creible y concluye con lo posible al borde de la
improbabilidkadl Excelente artesana. trata su versati-
lidad con ligereza. mencionando que muy bien podria
habersido escritora. iguiendoantecedentesfamiliares.

Las artes de representacion. con el cuerpo usado
como motor y como factor expresive. la fotografia fija
o ammadaen pcliculas), proyecciones con lliraysonido
evocan un espaclo mas amplio para la expresion del
artista. Aqui se encuentran dos distinguidas brasilcnas,
Regina Vater y Marilia. Vater (cuyo mteres en etnografia
paralela lo de Ana Mendirta, oriunda de Cultms) posee,
como artista grafica y plastics, vastos antecedentes do
exhibicion y ejecucion en Brasil. Su desarrollo per-
sonal debe ineluir la base establecida por los mevi-
mientos Coneretista y Neoconereto, de imflusnsg
internacionall, gue comenzaren a desarrollarse alked-
eder de 1852 en San Pable ¥ Rie de Janeire. EN este
mevirmiente. las prinGipats figuras en reestusturar
imageres, simbeles y palabras, §eR fres aHisias:
AugusioyArpelde PeCamprsy, Deeis Pignatar: Han
realizade imperianies eeptribucients 8 MOVImisnies
similares en paises 8l oMo Alemania y Franeia, cen
EBRtALIOS gUe fUeren MuiLamenie productves & I8
large ds Heinta anBs: €8MB eomimcads, arisia v
Euradera, REging _\\,@E%F apBHa HH_S%HS{?FHIH%HB g-
€aNEE ¥ EBMPIENSIBR 3 £s13 EXPBSIEISR:

Ana Mendieta, “strapada entre dos eultuies”, fue
separada muy temprane de su Cuba natal, educada
aqui en la University of lewa y en eires lugares, y
adiestrada ceneiepzudamenie en matenales y teeni-
6as de arte clasices. ARa Mendieta ha irrumpide a
traves de ellos liegande a un mede de trabaje Muy
Personal. Su deeumeniacion fotegrafiea de relieves
B8culpidos eoleeades en medies terresties, sugiere

began to develop in Sao Paulo and Rio de Janeiro
about 1952. The primary figures in this move-
ment to restructure pictures, symbols, and words
as signals are three: Augusto and Arnoldo De
Campos and Decio Pignatari. They made impo¢-
tant contributions to like moverments in countries
such as Gerrany and France, eontaets that were
futually produetive ever thirty years. As 66m:-
faunieator, artist, and eurater, Regina Vater brings
URusual seepe and understanding te this shew.

Ana Mendiieta (" caught between two cultures™)
was separated early from her native Cuba, edu-
cated at the University of lowa and elsewhere,
and thoroughly trained in the classical materials
and techniques of art. She has broken through
these to a highly personal way of waorking. Her
photographiic documentation of sculptured reliefs
set in earth environraents, suggests Neolithic
forme in prehistorie settings. The general dimen-
§iens are said to be these of het own bedy and
images of the fermale torso are simply, strongly
stated ABW With inereasing simplieity, in reliefs
and in drawings as well.

Puerto Rican, Papo Colo, in dramatic perfor-
mance demonstratioms, and Marilia, a Brazilian
actress and linguist, use the body as an interpre-
tive instrument in varied surroundings. For Papo
Colo, the settings are urban. For Manrilia, it is the
stage. Her symbolic intent is linked with the
poetics of her husband, the celebrated Japanese
poet Gozo Yoshimasu, and with musical improvi-
sations and pereussion. To their triad of support-
ing audiences in the United States, Japan, and
Brazil, they add European appearances. Japanese
precedent riay be the ally that helps therm fill the
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formas neoliticas enasentamientos prehistoncos. Suyas
son, al parecer. las dimensiones generales; e imagenes
del torso femenino estan expresadas simple y firrrie-
mente, ahora con una creciente sencillez en dibujosy
relieves.

Bl puertorriqueno Papo Colo, en iimpresionantes
representaciones, y Manila, una actnz y linguista bra-
silena, usan el cuerpe comao instrumentq iinterpretativo
en ambientes variades. Para Papo Colo la escena es
urbana. Para Marilia son las tablas; su intento simbo-
lico esta ligado ala poetica desu esposo. el celebrado
poeta japones Gozo Yoshimasu. y a improvisaciones
Mmusicales y percusion. A su triada de entusiastas
audiencias en les Estades Unides, Japen y Brasil.
anaden aparieiones en eseenaries eurepees. El preece-
dente japenes puede sef la ligazen gue les ayuda a
lienar el vaeie entre Ias des fermas de memera berg-
SeRianas: fUReIBR e8Fperal y Fecoleceion de imagensas
puras:

Tres expositores so enfocan en arreglos limguisticos,
usos simbolicos de la forma de los vocablos, procesos
graficos y comumicacion popular. Estos artistas son
Leandro Katz, Alfredo Jaar y Armandima Lozano.
Conocide desde hace tiempo como poeta y publicista,
el argentino Katz ¢s celebrado por construcciones
verbales de imagenes volatilosy alusivas. Su Auiohip-
hesis; una libremente entretejida exposicion sintactica
de mediades de los setenta, evoea el cormentane del
eritico Ted Castle gue "lo ambigue” ha eenstituide el
campe de aseion de Kaiz.

Alfredo Jaar, entre varios sorprendentes chilenos de
similar mentalidad. ha preducide un formidable sis-
tema de mensajes basado en simbolos verbales y
piezas de instalacion. A esto ha precedido una educa-
oon en arquitectura en Santiagoy el esttudiodeteatro




interval between Bergsoni stwo formsof memeory:
bodily function and the recollection of pure
images.

Three exhibitors focus on linguistic arrange-
ment, symbolic uses of word forms, graphic pro-
cesses, and popular commumication. They are
Leandro Katz, Alfredo Jaar, and Armandina Lo-
zano. Long known as a poet and publisher, the
Argentinian, Katz, is recognized for verbal con-
structions of volatile and allusive imagery. His Self-
Hypmuiss. a freely woven syntactical staterent of
the mid-seventiies, recalls the eomrment of critic
Ted Castle that "the ambiguous’ has been Katz's
field ot aetien:

Alfredo Jaar, among several impressive like-
minded Chileans, has produced a formidable sys-
tem of messages based on verbal symbols and
installation pieces. He preceded them with archi-
tectural training in Santiago, the study of theater,
and cinematograpiy. In his works one must face
barriers that define the authoritarian state. The
idea is to find a place for oneself, if not in one’s
gountry at least on one's continent. Somewhere
between the U.S. and the “us” third petsons may
ieeate their options, although, through the aet of
faking ar. the maker may be literally at risk,

Mexican-borm Carlos Almaraz by contrast has
responded wiith notable facility to his Los Angeles
environment. The forty-three year old painter and
muralist has rmade use of excellent educational
resources for collegiate and postgraduate study in
studio arts and psychology, working both in Los
Angeles and New York. He now seems at home as
a painterly-painter working comfortably in a large-
scale format, with hot golors and figurative imag-

y cinematografic. En el trabajo se deben enfrentar
barreras, que definen al estado autoritario. La idea es
hailar un lugar para une, si no es posible en el propio
pais, al menaos en el propio continente. En algun lugar
entre los Estados Unidos y el "nasotros”, terceras per-
sonas pueden colocar sus opcianes, aunque, a traves
del acto de hacer arte, el artista puedee, literalmente,
COFrer riesgos.

Carlos Aimaraz, nativode Mexico, por contraste, ha
respondido con notable facilidad asu medio ambiente
de Los Angelies. Este pintor ymuralista de cuarentitres
anos ha empleado excelentes recursos educativos
para estudios graduadas y post-graduados en artes
de taller y sicologia, trabajando en Los Angeles y
Nueva York. Se muestra ahora a gusto como un
pintor-pmtiorquetrabajacomodamentsenffomatio de
gran escala, en el lado calido de la paleta, y con
imagenes figurativas con las cuales su mano parece
Aaturalmente tener un eontacto directe. Una expesi-
gien individual singularmente impresionarte, el ane
pasaee en el Ares Center for Visual Arts, mestid gue e
§UyS 88 URa sensibilidad pieteri:a diferente 66R YA
Iarge eafmine per delante, lisne de epertumidairs. Se
Ra ReeRe YR espasie artisties para s, Ia eritlea I8
aelama, SiFve |es iniereses g suU ESmuRidad ¥ parees
Raber epnseguide redlizar Is que muehes aqistas
IAFIgrantes tieRBR Ia 8speranza de Racer

Donald B. Goodall
Menlo Park, California
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ery to which his hand appears by nature to have
direct contact. A singularly impressive solo exhi-
bition last year at the Arco Center for Visual Arts
showed his pictorial sensibility to be a differen-
tiated one, with a fong road of opportunities
abhead. He has made an artistic space for himself,
is critically acclaimed, serves his community's
interests, and seems to have succeeded in doing
precisely wihat many artists-as-immigramts hope
to do.

Donald B. Goodall
Menlo Park, California
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dExiste una tradicion del arte
latinoamericano?

Unpieenlalunayel ' " latier.
Somos ciudadanos de un continente emotivo.
Ruben Blades

En Latmoamerica el siglo veinte constituye una his-
toria de desasosiego, revoluciomes, insurgendias cam-
pesinas, rebelionmes sociales urbanas y supresion de
poblacionmes mdigenas, al mismo tiempo que se
obseiva el nacimiento de una clase media, un pro-
greso economieo y; finalmente, una variedad de for-
mas de nacienalisme y totalitarisme militar. Frente a
este fendo turbulente y a la histeria individual de cada
pals gueda muy poes espacie para un arte latinoame-
fieanista unificade. Sin embarge, E6MB Bxistar Mu:
€has instaneias indiviflyads de arte €6R URa mareada
identidad en Mexiee, Brasil. Cuba, Argenting, Celom:-
Big, Venezuela y Chile, les eritiess. historiaderes;
88pectaderes, administraderes y artistas bUsean una
Rebra gue URa estes 1rabajes en aigun tipe de tradicien
iéﬁﬁ%m%ﬂﬁ%%z ER fe que ia HWBF_'E% g8 88 histsria-
deres ¥ !8_§ Efifiees tiende & esincidif &8 8A gue Yna
£lase pueients de coRsHmiteres eultirales €A &du-
£3H8R 84rapea s8 desarrglis SH_F%HE leg 8!‘\?8@8% pet=
8des ds BFB%B_%HE!%B EEBRBMICR: t8§ mlﬁFH_BH%% dg
gsta Elﬂééz EPQHISHSB 4R& E8Rfiguracion semejante /8
g8 183 HIMSIAs S8IeRizaAares SHFBRRLY, IBMAreR 1gs
{BIERIGS RAHIVES ¥ 168 BFESERIArAR Matsrales; farmas;
EBRIAMRR, SBISAs Y UR &stile 48 vida Basad8 &R meds:
88 IBraneRy 1998 &si8 s& Hransforme &n YR 8-
BUESIS [2SElnantey B3dRrad: H ssaiiarey BSH%\SJES
Earpentier I8 9ER3MIRG “realisme maraviligsa™ Esfa
farma g&finig & IRfluys &l aHe 48 (3 primerg pants gl
$I9I8 VEIRte &R fa8 capiiales de LaHR3aMENcs v SaRt-
RUARIENAR & priRGIRl 1acler qus caraciersa &l1ahais

* gz aHasIavenes ssriaMRgEn’S Wiliess Lam,
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Is There a Tradition of
Latinamericant Art?

0--f= -t~ th- —~amand arot-=r ~m“ee=rtt.
We are citizens of an emotional cantinent,
Rubén Blades

The twenttieth century in Latinamerica is a story
of unrest, revelution, peasant insurgencies, urban
social upheavals, and indigenous suppression, as
well as the birth of a middie class, economic pro-
gress, and, finally, a variety of forms of national-
ism and military totalitarianism. Against this tur-
bulent backdrop and the unique history of each
country, there is little room left for a unified
*“fLatinamericanist” art. Nevertheless, because
there are many individual instances of art with a
strongly pronounced identity in Mexico, Brazil,
Cuba, Argentina, Colombia, Venezuela, and Chile,
art critics, historians, viewers, adrministrators, and
artists seek a thiead that wiill join these works inte
seme kind of Latinareriean traditien.

Maost historians and theorists tend to agree that
an affluent class of European-educated cultural
consumers developed in Latinarmerica during the
several periods of econormic prosperity. They, like
the earlier European colonizers, utilized existing
native talents, introdueing therm to materials,
forms, shapes, objeets, and ways of life based en
foreign medels. This evelved inte a faseinating
and foreeful Rybridization. The Cuban wiiter Aleje
Carpentier Aamed it Fealidm MRIRWINGS,, and it
defined and influeneed early twentieth-eentury
art in the eapitals of Latinameriea. It eoRtinues te
be the strengest element inferming the werk of
younger eeRtefmparary artists. The pienesr med-

{fwut.-or's usage




pionero del arte modenmista, constituye &l ejemplo de
un artista, con estilo y estetica de formacion parisina,
que ha creado su propia identidad mediante la combi-
nation de formas afrocubanas con una realidad aun
no conformada en lenguaje simbolico, realidad que es
tipicamente cubana y al mismo tiempo [latmo-
americana.

La lucha entre forma y contenido—una forma pro-
fundamente enraizada en la estetica occidental con, o
contra, un contenido que no es occidemial—esta pre-
sente en la mayoria del arte latinoamericana. A causa
de la existencia de diversas realidades contrastantes—
superpuestas u ocupando el mismoespacio—siempre
ha existiido en LLadinoamerica un tipo de pre-surirealismo
Cuando Andre Breton visito Mexice en los anos cua-
rentadeclarosurrealisiaatodio el pais. Extedenomina-
eien fue euestionada per artistas eomo Frida Kahle,
gue pereibian gue sus realidades sebrepasaban estes
limites estrietes y ne preeisaban racienalizasiones.
Tede iniente de sugerir URa POstUra teeriea general
parece sef Una impestbilidad tetal en Latmeameriea:

Bl movimiento muralista mexicano fue mas wna
expresion sociopolitica que el intento de crear una
postura estetica latinoamericana, aun a pesar de que
conslituye, quizas, la mayor mfluencia en el arte de
Latinoamerica durante las ultimas cuatro decadas. El
descubrimiento—o re-descubrimiento—de las cultu-
ras prehispanicas como resultado de la Reuallucion
Mexicana fue develando diversos estratos de precio-
SOs recursos artisticos. Esio abrio tambien la posibi-
lidad de definir una ideolegia cultuial, enraizada en el
pasado indigena, gue diera pase & una identidad
nacional. Auhgue el mural se eenvirie en una forma
de arte para Ias masas, eontinua siendo en primer
ltmar un producte tipiearmente mexicano.

ernist Wilfredo Lam is an example of an artist with
a Paris-formed style and aesthetic who created
his own unique identity by combining Afro-
Cuban forms with a reality not yet shaped into
symbolie language, a reality that is typically
Cuban as well as Latinameriean.

The struggle between form and content, a form
largely rooted in Western aesthetics, along with—
or against—a content that is non-Western, per-
meates most Latinannerican art. With the existing
contrasts of several realities, superimposed or
oceupying the same space in Latinamerica, a kind
ot “presurrealism™ has always existed. When
André Breton visited Mexiee in the 1940s, he
deelared the entire eountry “surreal™, This kind of
labeling was ehallenged By artists sueh as Frida
Kahle whefRiit that their realities extended beyond
these striet Beundaries and needed ne ratienaliza-
tieR- Any attempt to advanee a Blanket thesretieal
positioR appears te Be a tetdl impessibility iR
Latinameriea.

he Mexican mural movement was more of a
sociopolitical expression than an attempt at creat-
{0g a Latinamerican aesthetic position, even
tifough it has been perhaps the major influence on
Latinamerican art during the past four decades.
The discovery, or rediscovery, of pre-Spanish cul-
tures as a result of the Mexican agrarian revolu-
tion opened layer upen layer of rieh artistie
resourees. It alse epened the pessibility for defin-
ing a cultural ideelegy. reeted in the indigeneus
past and allewing for a Aational identity. While the
publie mural became a form of Righ art for the
masses, it remains prifmarily 8 Mexiean predust.

The idea of creating a publie art is, eaven now, a
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Laidea de crear un arte para el publico es, aunen la
actualidad, una gran fuente de inspiration para mu-
chos artistas, Aunque los murales de Diego Rivera
acerca de la conquistay el posterior nacimiento de la
nation mexicana continuan siendo imagenes podero-
sas, los artistas ahora luchan, no tanto con la forma
misma de les murales, sino mas bien eon el problema
de come crear un nuevo arte para el publico. gue
transmita eentenide eon un estile y UR formate ade-
euades para la seciedad actual. Esta inguietud, deri-
vaea de la experiensa muralisia mexieana, raspasa las
frenteras y puede ser ebservada en paises eeme Brasil,
Venezuela y Colombia:

Cuando Rufino Tamayo condujo la ruptura con el
muralismo hacia el retorno—en los anos cincuenta y
sesenta—a la pintura de caballete. este proceso fue
acompariado por largos y borrascosos debates sobre
la funcion del arte. Manuel Felguerez, Arnold Belkin y
Jose Luis Cuevas, para hombrar a unos pocos de los
artistas mexicanes, decidieron intentar ambas opcio-
Aes. Cuevas se convirtio en crficoy artista & meUrsione
en Ia pelitiea. Felguerez asculpio murales a partir de
eRatarra pere 50lo para ser expuestes en lugares pri-
vades. Belkin ensene muralisme e ineerpere conte:
fide pelities a su pintura de eaballeie a traves de la
glegeria. AUR UR artista 66Me Franeised Toleds, euye
trabaje es Una suiil transpesieion de formas esteticas
E8FEaNa8 8 Tamaye, Kiee, y otres massifes sUropess
de esie sigle, y gue NEBFRErA UA 8AIMalistie conte-
Ridg indigena, de Srientacion pagana. esta €8m:-
prometids &R pelitiea. Ha esiade erganizands & les
E3MmPpesiAes de Ia sierra de Baxaca para que vsisA
E8RIra &l PRI (6] Partids “Revalycisnarie’ Mexieans
ghicial). Ninguh artista, sin embarge, pareee ser £apaz
g8 iRSPiFar '3 pasion que Rivera: Siqueires y Orezes
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major inspiration for many artists. Although Diego
Rivera’s murals of the conquest and the subse-
guent birth of the Mexican nation continue to be
powerful images, artists now are struggling not
with the reural format itself as much as with how
to ereate a new public art that addresses content
ih a style and format appropriate to today's
soeiety. This eoneern, derived from the Mexican
muralist experienee, extended beyond the borders
and ean be observed in eountries such as Brazil,
Venezuela, and Celembia.

When Rufino Tamayo led the break with mural-
ismin the 1950s and 196@s, the return to “easel
painting” was accompamnied by lengthy and windy
debates on the function of art. Manue! Felguérez,
Arnold Belkin, and José Luis Cuevas, to name a
few Miexiican artists, opted for trying to do both.
Cuevas became a perforrer and critic and also
tried polities. Felguérez sculpted murals out of
§erap rmetal, but enly for privately owned spaces.
Belkin taught muralism and incorporated political
eontent in his easel painiing through allegory.
Even an artist sueh as Franciseo Tolede, whose
Wwork is a subtle transpesition of aesthetic forms
¢lese te these ef Tamaye. Klee, and other twentieth:
eentury Eurepean masters and wheo ineerperated
iRdigenaus, pagan-eriented, animalstic comiart
is RBW ihvelved iR pelitics: He reéeently Ras Been
BFganizing peasants in the sierra of Daxaea te vete
against the PRI {ihe afficial NrxicaR “Revelu-
tiBRaFy" Party). None, Rewaver, s66ms 6 be able
t0 inspire the passien that Rivera; Sigueires, and
Brozes did almost URiversaly. From the end ef the
student movement of 1968 until the present. 8
REW generatioh of artists has adepied “concep:

inspiraron casi universalmente. Oesde fines del movi-
miento estudiantil de 1968 hasta el momento actual,
una nueva generacion de artistas ha adoptado estilos

“conceptuales, " remsdatiasts” 0 “post-fluxus’. tenden-

cias que reconocen origenes en los Estados Unidos y
en Europa. pero ahora comipinadas con el presente v
pasado politico de Mexico. De esta manera se ha
obtenide un Nnueveo compursto lainoamericane.

Has figuras claves que constituyen el nucleo de Io
que se considera el arte latinoamericano contempo-
raneo constituyen diversas identidades artisticas. Su
influencia llega a ser heroica y mitica en sus propios
paises, empanando asi toda nogion acerca del amplio
espectro de la escena artlstica contemparanea inter-
nacional, a la cual los taiimoanmericanos perenecen.
Joaquin Torres Garcia de Uruguay; Roberto Matta de
Chile; Jesus Soto de Venezuela: Fernando Botero de
Colombia; Rivera Sigueiros. Orozco, y Tamayo, de
Mexieo; Lam. Amelia Pslsez; y Rene Poriocarrero de
Cuba; Anierie Berm, Julie LePsre. y Mareelo Bone-
vardi de Argentina—ledies Sen atiistas euye trabajo
mantiene UR3 relative esiabilidad en el frereads inter
RaeiBRal ¥ estan MenRes sujeies a les flujps e6enemi-
688 fue IMPWSAR 3 arisias Menes eensades haela
drastieas OPEIYMRS, guemMiyen iFansfermarse 8n UA
Bureerata eultural 8¢riar 6l pais: El pase delaensrme
deuda exierna ha elminads sisiemas deapaye 866R8-
FRIES para sus actividades denire del pais y 1a natura:
leza del trabaje aristies ha difieuliade & manieni:
RigRie SE 3 Predlueeion suR gnigs de la &risis
EGORGMIEE

Aquaillos artistas que eligieron permanecer en sus
repetivos paises han tenido queadtaptzrse al coleceio-
nista conventimal y traditionsl, 0 arnesgarse a la
alternativa de establecer actividades de taller rnas
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tual,” “neo-Dadaist,” or “post-fluxus” styjess-
tendencies that originated in the United States
and in Europe but were comibined now with Mex-
ico’s own political present and past—to arrive at a
new Latinamerican hybrid.

The key figures that form the nucleus of what is
considered contemporary Latinamerican art are
quite distinct artistic identities. In their owmn coun-
tries their influence has become heroic and myth-
ical, blurring any notion of the larger spectrum of
the international contemporary art scene to which
Latinarmericans belong. Joaquin Torres Garcia
frem Uruguay; Roberto Matta from Chile; Jesus
Soto of Venezuela; Fernande Botero of Colombia;
Rivera, Sigueires, Orozeo, and Tamaye from Mex-
ies; Lam, Amaliia Pelaez; and René Portocarrero
frer Cuba; Antonie Bemi, Julie LePare, and
Mancele Benavardi from Argentifa—all are artists
whose work is relatively stable en the interna-
tional market, and wihe are 1888 subjeet te the
seanami_& &iﬁ_%§ that push lesser-kRowR artists iR
drastic directions &hﬁ_i iHEIHH_E BS&SW_EB@ “eulture
Bureaucrats’ or 18aving ’th‘éii' countries. _T'h_@ BuF-
B.R 8F the BROFMOBYS foreigh debt has sliminaied
SUPPOI systems for thelr activities at Reme, and
gveR B&efore the EEORBMIE EFisIS thE Rature 8t their
work made it difficult 1o SUstain preductish:
THOSE artists that cRBIS 18 FeMmain IR thelk SWA
£BURYHES Rad 1B CORISHM 1 the traditional and
EORVERYiORAl EBlISEdr BF VeRtire 1B &staBlish
SItErRatvE 2Rd MBFe EMA e WUrkehop A6Hvi-
ties: Jorge RoMmerd Brast o the INstituts di T&lia
BroMoted BEHOrMaREes iR the 19803 By aHists
UER 88 M MRUIR 8F FEFRARAS RAMOY iR

9eRiRd. MaS PEdrgsd Warked 18 present



derumeatzas. Jorge Romero Brest del Institute @
Tellm en ladecada de 1360 premovid acuasones de
artistas coma Marta Minw)'n o Femando Ramas, en
Argentima Mano Pedrosa se esforzo para presentar
artistas como Lygia Clarke y Helio Qtiicca fuera de
Brasil, y tambien para atraer una dinamica participa-
aen international a la Bienal de San Pablo. Catalina
Patra de Chile, Bernardo Salcedo de Colomiia, y
Ralando Pena de Vanezuela, son algunos de aguellos
artistas congidier ados pionerasde una mussstrmeade
eseultura, de presentaciones y de medios de difusion.
Su lueha para conseguir aceptacion intemacional
€heee 6oR las eernentes cambiantes de una escena
gue ha tefnade UnRa direeeion mas conservadera y
fAas tragdiciopal.

Dado el actual aislamiento causado por presiones
econdmiics, el arte que emerge al tiempo que los
distintos paises crecen y adquieren prominencia politi-
cay cultural, sera indudahlermente el producto de una
renovada mirada interiar. Este arte debe provenir de un
nuevo enfoque a raices y tradiciones, fuerzas y debili-
dades, simplicidades y complejidadrs que hagen de
cada pais y de cada artista una singular y poderesa
fuerza expresiva come parte de Latinoameriea y come
parte de la humamead.

Carla Stellweg
Nueva York



artists such as Lygia Clarke and Helio Oiticica
outside of Brazil as well as to attract dynamic
interpational participation at the Bienal de Sao
Paolo. Catalina Parra of Chile, Bernarda Salcedo
of Colombia, and Rolando Pena of Venezuela are
a few of those who are considered pioneers of a
new form of sculpture, media, and performance
art. Their struggle to win international acceptance
cellided with the shifting tides of a scene that
has taken a more eonservative, more traditional
direetion.

Given the current isolationism caused by eco-
nomic pressure, the art that emerges as the var-
ious countries grow and gain in political and cultur-
al prominence will undoubtedly be the product of
a renewed look inward. Thig art must come froma
fresh tocus on the roots and traditions, the
strengths and wealkiesses, the simplieities and
eermplexities that make eaeh esuntry and artist a
singular and pewerful expressive feree as part ot
Latinamerea and part of humanity:

Carla Stellweg
New York
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Born in Mexico City, Mexico, 1941
Lives in Los Angeles, California

Carlos Almaraz spent his early childhood in
Chicago and at the age of eight moved to Los
Angeles, where he received his formal education.
From 1965 to 1969 helived imNew Yorik; there e
began to work in an abstract expressionist mode
that developed into large patterned canvases of
abstractions and graffiti-like symbols. In 1970 he
returned to Los Angelles driven By a sense of lone-
liness and alienation, and he imrmediately became
invelved deeply in the Chieane movernent. Work-
ing alene and with eelleetives, he painted a
Aumber of street Murals in Les Angeles, éxestited
a UFW banner for César Chavez, and eollaberated
With Luis Valdez en the Aquawius Theatie Zest
Swir mural. Aleng with Frank Remere, Gilbert
Lujsn. and Alberte de ia Reeha, Re partieipated in
the first major exhibitiohs By ERicane artsts in
L8s Angetes dnder the cellective Aame “Les
Feur.”” Buring this peried he deveted much 8f his
tirhe t0 s6tial aFt; £8fouRding the EBRCHIS d8 Arte
Papular 2Rd the Magazine CHIIMEAHS.

In 1978 Almaraz began to waork on a series of
pastel drawings that were the beginning of a new
facet of his work, a neoexpressionist urban vision
of Echo Park laden with smoldering colors and
intensely lyrical emotion. In 1979 the Otis Art
Institute held the first exhibition of this weork along
with a series of paintings of car crashes that jux-
taposed police cars and low riders in stark settings
of cool violence. The Sheeiroit!, a8 1984 oll,
reveals the dichotomiies of image and color char-
acteristic of his werk and focused on a single

Carlos Almaraz

Nacido en Mexico D.E, Mexico. 1941
Vive en Los Angeles, California

Carlos Almaraz paso su ninez en Chicago y a los
ocho anos vino a Los Angeles, donde recibio su edu-
cacion formal. Vivio y trabajo en Nueva York durante
cuatro anos (1 965-69); alli comenzo a trabajar en un
estilo expresionista abstracto que evolucione en cuad-
ros grandes de abstracciones y simbolas semejantes a
‘graffit’. Regreso a Los Angeles en 197D st pawr
una sensacion de soledad y alienadidiny de inmediato
llego a estar intensamente comprometido con el
movimientd Chicane. Tratbajando solo y en colecti-
vidad, pinte varios murales en la via piiblica en Los
Angeles, elaberd una bandera para la UFW de Cesar
Chavez y colaberp een Luis Valdez en Un mural para
Zoor Suik en el Aguarius Theatre. Junte een Frank
Remere, Gilbert Lujan y Alberte €e Ia ROeha pariisips
ER Ias expesieienes mas imperiantes de aristas ehi-
€8RBS B L8 ARgeles baje & irmbreeslsetivode Les
F8ur". Burante este perisde dedies gran parie de sy
tiempe 8l arie seeial; sisnds e8-fundader del €sneilis
fe arie popuar v ds I revisia EhismeAHS:

En 1978, A\ mangz commemea satti b een umasse ée
de dibujas en pastel, lo que constituyo el comienzo de
una nueva faceta en su trabajo: una vision urbana
neo-expresionista de Echo Park cargada de colores
ardientes y de una emocion intensamente lirica. En
1979, et (REsAvttitpsiitteHizd larimeraekhibsondie
esta obra junte con una serie de pinturas de chogues
de autormpviles que yuxtaponian coches policiales y
low ridiers: en desoladias escenas de fria vieleneia. The
Shoeteiit, un oleo del 1984, revela las dicotorrias de
la imagen y el color caracteristicas de su obray proyee-
tadas en un tema recurrente. La vielenta sonfrontacion
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recurring theme. The violent confrontation be-
tween the occupants of the police car (the black-
and-wihite vehicle) and the low rider {(barely evi-
dent except for the beanie on the young man'’s
head) is deermphasized by the lack of movement
in the woik, resulting in an indelent, eool objeetiv-
ity enhaneed by brilliant eoler that is Beth Krieal
and ermotional. This eentiast between eenfliet
and eelebration ereates the exeitement of Ris
paintetly visien.

M.

entre los ocupantes del automowil policial (el biancoy
negro} vy el lowridier (apenas evidente, excepto por la
gorrita sobre la cabeza del joven) esta desenfatizada
por la falta de movimiento de la obra, que resulta en
una fria e indolente albjgtividiad por una parte, pero gue
esta sin embargo realzada por un coler brlllanteguees
alavez lirico y emotivo. ES precisamente ste contraste
entre conflicto y eelebracion lo que eonmegiona ante
§U visien pictoriea.

M.N.




Carlos Almatiar

The Shosten”. 1904

Qil on eativas

48% 36 - (171.93 x 9% .44 om!

Col est 01 of Mak Bauizer. Les Angeles
photograph By Teny Sunha
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Bomn in Puebla, Mexico, 1959
Lives in Santa Ee, New Mexico

Initially self-taught, Antomio Alvarez attended
the Umiversidad de las Americas in 1978. There
he was strongly influenced by his instructor Jose
Lazcarro. Other early influences were the art of
Bosch, Goya, Chagall, Matisse, and Cuevas. In
1982 Alvarez mmoved to Santa Fe. The very con-
servative Catholicism he experienced there led
him to a satirical interpretation of his own Cathol-
ieism as welll as of everyday life in New Mexico.
He is well reeogmnized there for his energetie,
father eeleetie style.

Alvarez combines elements of Mexican folk-
lore, a Fauvist palette, and expressionistically dis-
torted figures in a dreamlike ambience akin to that
of Marc Chagall. The figures appear to exist in a
highly constricted space. Alvarez comments on
the ills of society with a biting satire that is fre-
quently directed at the concept of maeifiisnip, the
affirmation of rmaleness in Latin eulture. This Is
evidentin The Gartan, a woirk in which the artist
portrays an intimate, rustie [andseape. The tripat-
tite eampesition, rendered in ink en papev, is enli=
vened by a eantinvous, rhiythmie eonteur line. At
the lewer right, 8 man dressed in bright red seems
almest te leap off the eanvas; at the eenter is a
Man iR a sepia-Brewn suit; reminiseent of the
grotesque figures af Jose Luis Cuevas; a vaguers
iA blue jeans sits 6 an adebe-like wall iR the
middie grevnd Whittling 8 piees ot wood. Bnly iR
the Baekgreund action dees the meaning of the
painting 8Merge. AR aAgry Wite in & Wildly ani:
ated gesture Wakers dewn her drurken hushand

Antomio Alvarez

Nacido en Puebla, Mexico. 1959
Vive en Santa Fe, Nuevo Mexico

Antonio Alvarez fue autodrdacta hasta 1978 cuando
concurrio a la Universidad de las Americas, donde fue
muy influido por su profesor Jose Lazcarro. Otras
tempranas influencias fueron eJ arte de Bosch, Goya,

Chagall, Matisse y Cuevas. En 1.58R? ez seecssta-

blecid en Santa Fe, Nuevo Mexico. £l Catolicismo muy
conservador que experimented alii le llevo a una inter-
pretation satirica de su propig Catolicismo asi como
de la vida diaria en Nuevo Mexico. Es ampliamente
reconecido en Nuevo Mexico por su estilo vigorose y
alge eclectico.

Alvarez combina elementos del folklore mexicano,
una paleta fauvista y figuras distorsionadias expresio-
nisticamente emparentadizs en un ambiente de sueno
como el de Marc Chaggll. Sus figuras parecen existir
en un espacio exiremadamente apretado. Alvarez
observa Jos males de la sociedad; lo hace con una
satira mordiaz dingidafirecuentemente al machismo, la
gfinmaeion demagculimidad en la cultura latina. Esttoes
gvidente en su obra The Garden, donde el artista
refrata Un paisaje intime y rustieo. La compesicion
tripartita ejecutada en tmta sobre papel esta ghimada
Ber Uha eRtiRua v ritmiea linea de eonterno. Al borde
el primer piane hay un Rermbre vestide de reje bril-
lante gue easi pareee sakiarde latela; eR medie Ray UA
hempre eR YR iraje eastane sepia, gue resuerda las
figuras groteseas g6 CURVAS UR vaquers vestide €A
jeans esta seniade 8R Yna pared de adobe en &l pians
intermedie, medelande Un Heze de maderd €eR YR
gUehille. Pers es en gl fende de I3 piRtura dende se ve
surgir & verdaders signifieade; Ura MURr 8ABjada;
€S8R UR gesie salvajemente animade, scha agua a sy

as he runs away. The surrounding male figures,
wiho go about their activities oblivious to this
scene, indicate Alvarez’ lack of sympathy toward
inebriation as a means of asserting masculinity,

D. L-S.

marido ebrio, el cual huye. Las figuras masculmas
circundiamtes, que continuan con sus actividades,
msensibles a esta escena, indican que Alarez no
simpatiza con la errjbriaguez coma medio para afirmar
la masculinidad.

D.L-S.
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Antenio Alvarez

Santa Fe Porvani, 19584

Ink on paper

3022 ir. (76,20 x 55.88 cm.)
Courtesy of the artist




Born in Havana, Cuba, 1942
Lives in New York, New York

My waorks are a tragicomic outcry on man’s
condition—slaughiterthouse of a world of violence,
cruelty, madness, absurdity . . . through my art |
try to commumiicate some kind of consciousness
about this condition. Embracing a ray of hope.

L.C. A.

Azaceta fled the violence of the Cuban Revolu-
tion in 1960 and arrived alone in New York at
eighteen, speaking very little English. Although he
had been drawing since childhood, he had no
formal art education and no ambition to become
an artist. He immediiately fell in love with the
sights, sounds, and energy of New York, but he
also felt the isolation endemic to its population. In
reéaction to the alienation he experienced, he
beught his first art materials—by coincidence on
the same day that Kennedy was assassimated—
and he began te draw alene at night for his ewn
pleasure. As his esnfidence grew Re envelled at
the Sehool for Visual Avts in New Yerk as a full-
tifhe student. AFeer graduatien Re visited Eurepe
te study the Old Maswrs. As a result Ris werk
changed esmprily, frem Rard-edge abstractien
0 a8 ldrid, representationdl style With streng
5&H86§ 8t Latin Aﬁ%ﬂi&% BFIH%EYW:E painting. Werk-
ing QIW:%% from IH\%@_EH%HB_B; Az3ceta’s constant
iHEFﬂ% is Bﬁ%éﬂ 8A Ris H§§|FE i3 areuse c6Mmpas-
sieR o {BE vietim (Sometimes iR the ferm ef
sélf-portraits).

Traveler and HonmpRPBebf were done while he
was teaching in Berkeley. He has been interested
in the fetishistic powers of painting to represent

Luis Cruz Azaceta

Nacido en La Habana, Cuba, 1942

Vive en Nueva York, Nueva York

Mi obra es un alarido tragicomico de la condition
del homibre: matanza en un mundo de violencia,
crueldad, locura, absurdidad . . . atraves del artetito
de provocar una reaccion conscienie sobre esta ¢on-
didgiom. Abrigando una esperanza.

LCA.

Azaceta huyo de la violencia de la Rexalucion
Cubana en 1960 y Hago solo a Nueva York a los
dieciocho anos. hablando muy poco ingles. Aunque
dibujaba desde la ninez no habia tenido una educa-
cion formal en artey no tenia la ambicion de ser artistia
Se enamoro inmediatemante de los aspectos, los
sonidos y la energia de Nueva York, pero tambien
percibio el aislamiento endemico de su poblacion.
Come reaccion ala alienacion guesentia adquiriosus
primeres materiales artisticos =por coincidencia el
Misme dia en gue Kennedy fue asesinado—y comenzo
a dibujar de neehe; sole, por su propie plager. Comeo
sU eenfikinza ereeia, se inseribie en la Sehoel for Visual
Ars de Nuyeva Yerk esme estudiante de tiempe eom:-
plete. Despues de su graduaeien visite Eurepa para
gstydiar a les Viejes Maestres: Esta experieneia sam-
Bie s {rabaje esrpRIAMRIMNE: A VB2 d8 Preseguir oA
84 pintura abstraeta de berdes dures, epmRAZe a iFa:
Baiar 8R YR ardiente estile representative €8A fuefies
8688 de I3 pintyra latineamericana primitva. Siempre
frabajande & partir e sy imaginacien, 13 Iaber de
A73c6ta sigue URa EBRtIALIGAH 48 terma Basada en sy
dgsen s despertar cOMPasIoN POF i3 Vistima (& veces
€N 13 fBFMa de auisFreirates).

FevaEr y HomoEaey fueron realizados cuando
ensenaba en Berkeley. Se intereso en el poder feti-
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the fragmentation of societies “like Cuba with a
miillion Cubans living here, and the rest there.”
Traweler, the first in the series, depicts the artist at
the wiheel of his car after a cross-country drive to
Berkeley. It also represents other journeys: from
life to death and the surmounting of obstacles.
HeontoBBeer with its Picassoid bull’s head is about
vietims—the anirmals that man kills, For Azaceta,
fman is turning inte the animals Re slaughters:

Artist-cockroach
midnight conspirators
always subversive
always striving.
J.8.

chista de la pintura para representar la fragmentacion
de sociedades "como la cubana con un millon de
cubanas viviendo aqui y el resto alia". Fewvatberffiseadl
primero de la serie; se trata del artista al volante de su
auto luego de un viaje a Berkeley a campo traviesa.
Aquf estan tambien representadias otras jornadias: la de
la vida a la muerte, y aguella en la que hay obstaculos
gue deben scr superadios. Home Beef, con sus cabe-
Zas de toro & lo Picasso, se refiere a las victimas: los
ammalesquesl hombre Mmata. Para Azaceta el ombre
§6 va eenvirtiende en les animales gue sacrifica.

Artista-cucaracha
conspiradores de medianoche
siempre subversivos
siempre hambnentas.
J.S.




L.is CH? Alarrna

Frater. 1983

Al-ylic on eanvas

66 x 96 n. (16764 x243.84 ¢~

Co riesy of *rFe Acan lmnskir Gallom, New York
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Born in Buenos Aires, Argentina, 1929

Lives in New York, New York

Bonevardi’s “painted constructions” project all
the assurance and grace of a master wiho has
dedicated years to perfecting his craft. The artist
arrived in New York during the cresting years of
Abstract Expressionism but found what he saw
unrelated to his spiritual needs. Cordoba remained
the paradisiacal fountainhead of his dreams. Its
light and geography and the childhood memories
of looking at reproductions of paintings by Fra
Angelico, Piero della Francesca, Uccello, and
Giotto were the substanee of his inspiration. See-
ing the work of Corell in 1961 finally released
Benevardi from the eemmitihent to gestural and
painterly teehnigue. He saw that he eeuld éem:-
bine painting, seulpture, and arehiteeture te ex-
press the mysteries that Raunted Rim.

Bonevardi built up avocabulary of symbois that
reappear in various series. The objects in these
warks—iballs, hooks, and wedge shapes—that
recall the work of Brancusi are all meticulously
hand made; the geornetric and perspectival lines
are all related to the Golden Section. Sometimes
these form architectonic enclosures; sometimes
these enclosures are agtual excavations of the
picture plane. All appear on painstakingly worked
greunds ot marvellous coler that Bonevardi likens
to Etrusean freseoes.

Bonevardi refuses to specify the meaning of his
symbois, preferring to keep them open to the
viewer’s own interpretations. Working on several
pieces at a time, he adds and subtracts until each
achieves a satisfactory balance and “connected-

Marcelo Bonevardi

Nacido en Buenos Aires, Argentina 1929

Vive en Nueva York, Nueva York

Las "canstrucciomes pintadas” de Bonevardi proyec-
tan toda la conviccion y la gracia de un maestro que ha
dedicado anos ala perfeecion de su arte. El artista llego
a Nueva Yark durante la epoca cumbre del Expresio-
nisrrio Abstracto pero encontro algo que considero sin
conexion con sus necesidades espirituales. Cordoba
continuaba siendo la paradisiaca fuente de sus suenos.
Su luminosidady geograifia, y 10s recuerdos de la ninez
ecuando miraba reproducciones de pinturas de Fra
Angelico, Pierodella Franceseca. Uccello y Giotto cons-
tituian la materia de su inspiracion. Lo gue finalmente
libera a Benevardi de su eornpromise eon una tecnica
gestural y pintoresea fue &l ver Ia obra de Cornell en
1961. Observe gue pedia eombimar I3 piRtura, I3
8s6ylidra y I3 arguiteetura para expresar os misteries
gue I8 SBsesienaban.

Bonevardi construyo un vocabulario de simbolos
gue reaparecen en varias series. Los objetas en estas
obras—esferas. ganchos y figuras con forma de cuna,
guerecuerdan la obra de Brancusi—estan todas meti-
culosamente hechos a mang; las lineas geometricas y
de perspectiva estan todas relacionadas con el Nu-
mero de Oro. A veces forman regintos arguitectdmeos;
aveces estos recintos constituyen verdaderas excava-
giones del piano pictorico. Todo aparece en bases

Quidadeaaneanse islpiaias, Wdamaganitercette maee
Bonevardi crea a semejanza de frescos etruscos.

Bonevardi rehusa especificar el significado de estos
simbalas. prefiriendo marrtenerlos abiertos a las pro-
pias interpretaciones de los observadores. Thathajando
envanas piezas al mismo tiempo, agregayqyuiita hasta
que cada una logra un equilibrio satisfzatong y "conex-

ness.” as he says, “to create a specific climax, a
specific environment. So wihat I'm really inter-
ested in then is not the painting itself but the
suggestion that the construction makes." Titles
are impottant to Bonevardi in determining what
these suggestions will be. They heighten the
metaphysical and oneitic quality of quietude and
timelessness that pervades all of this work.

J.S.

ion", como el dice, “para crear un climax especifico, un
medio especifico. De modo que |0 que verdadera-
mente me interesa pues, RO es la pintura en si misma
sino lo que la construction sugiere’. Para Bonevardi
los titulos son importanies para determinar cuales
seran estas sugerencias, ya que intensifican la eua-
lidad metafisica y oninca de reposo y eternidad que
penetra toda su obra

JS.
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Marcelo Bonevardi

Projgatt for a Megicc Box, 1983
Mixed media

75x 38 in. (190.5 x 96.52 cm))
Courtesy of the artist




Born in Havana, Cuba, 1947
Lives in Miami, Florida

Initally a student of science education, Maria
Brito-Avellana became seriously interested in the
visual arts in 1977. Her recent furniture construc-
tions evolved from her earlier sculpture that
explored the raw, natural possibilities of clay. She
later incorporated found objects, such as pieces
of rustic old furniture and other man-rmade mate-
rials into her ceramic sculpture. Woman Before a
Mirwr is one of these recent environments in
which the artist symbolically interprets her child-
hood experiences. This paersonal work consists of
a weather-beaten white eabinet faeing an old
wall-papered panel with a large eval mirror cen-
tered at eye level. The artist invites the publie to
aetively participate in Rer ereatien by lifting up the
cabinet tep. Onee apened, it reveals estamps de
$anbies easually taeked 0 the weooden surfaee, a
reference te Brits-Avellana's religieus upbringing
that suggests the aura 8t Latin Cathelie
religuaries and wemens heme aliars. Weman
Belore 3 Wiirrdr is als6 aR Remage te the artist's
grandmather Who eoliscted vensrated iesns: Twe
White-handied mirrors are placed at the Betiem ot
the £aBingt drawers that are lined in purple Eisth;
g reference 16 Lent: InseHed in the frames 8f the
RaRd MIFrBFS are PROIBEOPIEY Self-BOFais that
Bridge the §ap BEtwesh Present and past imagery:

D.L-S.



Manria Brito-Avellana

Nacida en La Habana, 1974
Vive en Miami, Florida

Al principio estudiante en ciencias de la educacion,
a partir de 1977 Maria Brito-Avellana se dedico setia-
mente a las artes visuales. Sus recientes construccio-
nes de molliario se desarrollaron a partir de sus
primeras escultwras que exploraban las posibilidades
najurales y primaries de la arcilla. Posteriormente fue
incorporando diversos objetos- -piezas de mobiliaro
antiguo rustico y otros materiales fabricades por el
fiombre. -a 8U eseultura en ceramies. Woram Befiore
8 Mikesr €5 Una reciente obra reglizada eon maobiliarie,
en la eual la artista interpreta simbelieamente sus
EXperiences de la ninez Este trabaje persenal censiste
6A UR Betiguin bianes detenorade per |1a intempens
enfrentande YA panel de vieje empapelade €8R A
gFan espeje oval; 8l eenire esta a Ia altura del eje. La
artista invita al publies a partieipar aetivamente &R sy
EFE%EIBH Isyahtands a tapa 8%_! Betiguit. URa vez
SBIEFE& fevela gsfampas dg santites clavadas él des-
EHI88 gla §HB§F§\6E% g8 madera: YRa FEFSFEH_E\% §i3
EHaRea 48 BHYB‘-NSH%H% R YR Mmedia caislics gue
SHYIEfe gl a4ra ds FSHE_%FIB% y aliares HB%%F%H%% dent8
de YR Eai8lIEISMB I3fiRg. Wama Beite g WIS, &3
{ambish YR ABMBR3IE 2 13 aBusla ds 13 aFtista: guisn
£8lEEEIBNARA 148138 VERGFades: BBE &sBS|es 46 Man:

28 BIBREES 86 UBICAR 8R &l 18RAB 48 188 cajanes dsl

SHALIR: E5183 EStAR FEVESHIESS &R URA 1613 RYBUFE—
FEfSIEREA § EUArBSMA: ESISE 423 GSBE|9R 48 Mans
HEASA 1313copAR 48 autarretiales MegHadaR &R sis
Mareey tendisnds a8l YA BUghte Séglﬂﬂﬂ%\ ENtre
Imadenes aguales § Imagenes §%| Bas5a8:

D.LS.
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Maria Brito Avelana

Wommm Before & Mirorr, 1983

Mixed media

78 x 51 x 10 in. (198.12 x 12BBUx 177778 com!)
o the artist
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Born in Arequipa, Peru, 1949

Lives in Kirkland, Washington

Eduardo Calderon became interested in photo-
graphy through his early training as an anthropol-
ogist. In New Mexico, in 1975, his interest turned
solely to this field. There he began a documenta-
tion of Pueblo sites and the related cultural-
anthropological field wosk for wihich he is well
known today. He is currently working in two
styles. The first, seen in his “Archaeological
Landseapes,” is an outgrowth of this earlier doe-
umentation, yet he has meved away from the
traditional means of phetejeurnalism inte the
realm ef fine art. This ean alse be seen in his récent
researeR series 6f native Ameriean material eul:
tureof the Nerthwest in the State ot Washingten:
Ealderon visits Peru at least BRES 8vEFY tWO years
i retresh and revitalize his eultural link with Ris
Remeland. His “Nrichu Picchy’ series; arehaee-
tegical photegraphs of ancient IRca 1andscapes;
BHEF 8 HiRe exaMpie 8f his facussd intersst in the
HIEHSESHW Betweeh nature and manR-made arehi-
tecture:

In his second style, exemplified by “Urban
Landscapes,” Calderon’s focus shifts directly to
the people of Peru. He investigates the human
condition—the duality between traditional values
and contemporary society. These full-frame works
of indigenous Peruvians enable the public to dis-
cover both the resistange and the cuttural accom-
modatien to the diffusion in Latin Arperica of
industrial modernization and the philosophies of
the West,

D.L-S.



Eduardo Calderon

Nacido en Arequipa. Peru, 1948
Vive en Kirkland, Washington

Eduardo Calderon llego a interesarse en la fotogra-
fia a traves de sus estudios como antropologe. En
1975. estando en Nuevo Mexico, su interes se volco
exclusivamente hacia este campo. Alli comenze su
documentaciom arqueglogica de asentamientas de los
indios Puebla, y su trabajo relacionada en el campo de
antropologia cultuna/, por lo que hoy se le conace. En
la actualidad estatrabajando en dos estilos. El primero,
“Archasologicall Landscapes”, es el fruto de esa primi-
tiva documenitatiom, aungue se ha alejado ya de los
medios tradicionales de la fotografia periodistica para
situarse en el reino de las bellas artes. Esto tambien
puede verse en una serie reciente en la gue investiga
Hperanies eulturas nativas del noreeste americane.
€n el Estads de Washingtem, dende reside. Ademas,
Ealdere; visita Peru peF Io MEROS URa vez eada des
8Res para refresear y revitalizar les lazes eulturales een
Y patria. Susene "“Maehis PiceRu’”, fetegrafias argues|s-
gleas 48 antiguas paisajes incaices, cenghtuve yA
£abal sjemple de st indagacigk E8RIFada en Ia dies-
torpia que gxiste ERire 13 Naturalesa v 1a arquiteetura;
Reeha per & hembie.

En su segundo estilo, "Urban Landscapes’, el
enfoque de Calderon se centra directamente en la
gente. Investiga acerca de la condicion humana: la
dualidad que existe entre los valores tradiciomades v la
sociedad contermpanaanase. Estos cuadros tan ricos de
indigenas peruanos permiten al publico ver y descu-
brir I3 resistencia y la acomodacion cultural a la difu-
sion en Latinoamerica debido a la mmodernizacion
industrial y las filosofias del oeste.

D.L-S.




ddardd d.Grigasan
Untiided#4171978
and  Pile photography
7x1® 1/4 in (17,78 x 26.04 cm.)
Courtesy of the artist




Born in Lubeck, Germany, 1937
Became a citizen of Uruguay, 1939

Lives in Great Neck, New York

After producing politically motivated installa-
tions during the early 197@s, Cammitzer reached
the creative impasse faced by any artist exploring
means to express the grotesqueries of oppression
and misery without slipping into banality or pro-
paganda. By the mid-1970s his work had become
cormpletely conceptual. He produced several ser-
ies of phetographs that were turned into laconic
and eften disturbing philesephical staternents by
the additien ot texts.

His conceptual investigations had reached a
point of refinement that provided him the means
to marry style and political content in a more
subtle way than before. Thus he began a major
opus, From the Uraguayean Tortures, which was
completed this year. This piece reaches beyond
gpecific incident to become a metaphor for tor-
ture everywhere. With chilling poetry Camnitzer
obliges viewais to make their own connections
with what they knew about torture, their own
fears, and about ether prints in the series.

This series displays a poetic restraint both in
technique—virtueso printmaking that never over-
whelms the subject—and in the images them-
selves, which are restricted to photographs of
Cammnitzer's own hand or of common household
objects. There is a pointed duality here between
the use of these objects for the sustenance of
civilization and their sinister transformation into
implements of barbarism.

Text, often used by Camnitzer as a dominant

Luis Camnitzer

Nacido en Lubeck, Germany. 1937
Obtuvo la nacionalidad Uruguaya en 1939

Vive en Great Neck, New York

Despues de elaborar las instalaciones motivadas
por la politica a principios de la decada de los setenta.
Camnitizer llego a la impasse en su creacion que se
enfrenta toda artista que explora como expresar lo
grotesco de la miseria y la opresion sin caer en la
banalidad o la propagands Hacia mediades de la
decada su trabajo se habia vuelto completamente
conceptual: produjo vanas series de fotogyrafias trans-
formadas en laconicas—y a menudo turbadoras—
declaraciones filosoficas por medio del agregado de
texios.

Sus investigaciones conceptugles alcanzaron un
punto de refinamiento que lo proveyo de los medios
con los cuales unir estilo y contenido politico de una
manera mas sutil que antes. Comenzo entonces una
obra mayor, la From the Uruguayam Tetures, aamypke-
tada en este ano. Esta creacion se extienda mas alla de
incidentes especificos para transformarse en wmemerta-
fora de la tortura en cualquier lugax. Con escalofriante
poesia, Camitzer obliga a los observadeoyes a hacer
§US prepias conexiones con lo gue glios conoeen de la
tortura, SUS proples miedes, y otros impresos de la
§erie.

Esta serie presenta una contmencia poetica. en la
tecnica—virtuosisme en la impresion gue nunca abru-
ma al tema—, y en las imagenes mismas. que se
limitan a fotografias dela propia mano de Camnidzer o
de objetos domesticos comumes. Aqui existe una dua-
lidad satirica entre el uso de estos objetos para la
sustentacion de la civilization y su siniestra transforma-
tiam en utensilios para la barbarie

46

factor in his work, is here subsumed to the image-
It functions as a prod to association and not as
mere comment. In some cases text has been
dispensed with altogether.

Cammiitzer's Torture Rowit recapitulates From
the Unaguuaypan Tartures, but in the first the viewer
is presented with real objects and fragments of
text on torn pieces of paper—like evidence smug-
gled out of jail. The wihole is lit by a single, mean
light bulb. With deceptively simple means this
installation goes beyond the purely visual. Redo-
lent of the sounds, smells, and physical anguish of
the torture eharmber, it reverberates in the mind
leng after the viewer turng away.

J.8.

El texto, a menudo usado por Camnitzer como un
factor dominante en su trabaje, aparece aqui depen-
diente de laimagen. Funciona como una aguijada ala
asociacion y no como mero coment@rio. En algunos
casos el texto ha sido dejado de lado completarmente:.,

La %stiwre Round/ de Camnitizer resume From the
Urugiiayam Tories. seibocgueesauiibhotisservatorsedde
presenta objetos reales y fragmentos de texto en trozos
de papel rasgade, come pruebas contrabandieadas de
adentre de la careel. Todo esta a la luz pebre de Una
sela bembill. Con medies falazmente simples, esta
ebra va mas alia de le puramente visual. Es reminis:
genie tambien de los senides, oleres y angustia fisica
de I3 eamara de leriura, gueda reverberande en I3
mente large tiempe despues de gue 6l ebservader se
haya retirade.

JS.



Luis Camintzer

Erom: the Uruguagesn Totwres 198784

Mixed meitied media installation

12 X 144 x 60 in. (30.48 x 36t. 76 x 152.4 «ifi.)
Courtesy of the artist
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Born in San Juan, Puerto Rico, 1946
Lives in New York, New York

My werk is constructed on the base of a phile-
sophy applied to the medium. My philesephy
aspires to be Metaphysical /{Exotic/ Rolitical. Bif-
ferences between the media do net exist. The
medium exists only to achieve the philesephy.
Eclecticism as powver, pluralism as a recourse to
survival.

P.C. (1980)

Primarily a painter, but also a sculptor, photo-
grapher, and poet, Papo Colo is an artist whose
work escapes confinement either by definitions
of style or by limitations of medium. For Colo,
the artist is not someone who makes objects but
rather one who acts. In this way, works of art
become documents of philosophy, visual refer-
ences to an ideology. The approach to the
mediunn declares the artist’s attitude and his
tranglation of the immediate culture. The images
are created by the politics of the artist’s circum-
stanees, and the politics of the image bescome
the artist's justifieation for the woik. Eaeh bedy
of work is an experiment in whieh the medium
beeermes the protagomnist. The medium and the
image interaet in suggestive and subversive
Ways, playing the idea ef the weork against its
exseution. Neot 8nly the farm but the preeess
trARSMILS the Meaning for Ais tBrritory ef iMages:

In Poztyy Cloulf, Colo demonstrates how
materials are a measure of society's strength,
and that they define and limit the boundaries of
its culture. Society supports and produces art

Papo Colo

Nacido en San Juan, Puerto Rico, 1946
Vive en Nueva York, Nueva York

Mitrabajo esta construido sobre la base de una filoso-
fia aplicada al medio. Mi filosofia aspira a ser metafis-
ica, erotica, politica. No existen diferencias entre los
medias. El medio solo existe para realizar la filosofia.
Eclecticismo como poder, pluralismo como un medio
de supervivencia.

P.C. (1380)

Principalmente pintor, pero tambien escultor, fotto=
grafo y poeta, Papo Colo es un artista cuyo trabajo
escapa a la limitatiom, sea por defimciones de estilo o
por las restncciones decusiquier medio. Para Colo el
artista no es alguien que hace objetos sing mas bien
alguien que obra. De esta manera los trabajos de arte
se transforman en documentos de una filosefia, refe-
fengias visuales de una ideologia. La aproximation al
medie deneta la posicion del artista y la traduction de
la eultura inFediata. Las imagenes 56n ereadas per la
pelitiea de las eireunstaneias del artista. y Ia pelitiea de
la imagen se eaRveRre en 13 justificatien del artista
para I3 tarea. Cada trabaje es UR expenments en &l
gual el medie usade llega a ser el pretagerise. El
mediay I3 iMmagen se afeetan mutuarmente 8A Maneras
sugestivas y subversivas: aetuands Ia idea del #abajs
ORI sY 8jecyeitm. N8 ssl8 I3 ferma siRe &l pracess
tranSMiten &l sigRificade para s 1erriteria de imagenes:

En Poetry Cloud’ Colo demuestra como los ma-
temi@és son una medida de la fuerza de una sociedad, y
que definen y limitan los bordes de su cultura. La
sociedad apoya y produce €l arte que es un reflejo de
su poder economica. Colo crecio en Puerto Rico, una
isla superficialmente norteamericanizada, pero carente

56

that is a reflection of its economic power. Colo
grew up in Puerto Rico, an island superficially
North Americanized but without a rich nation's
production of strong industrial materials. There,
citizenship represents alanguage that is not that
of the immediiate culture, wihich creates an
ambiguous status of legality/illegraiity for the
artist/Gitizen. In reaction to this anomaly, the
artist, by instinet or destiny, ereates an aggres-
sive expression that utilizes political and eco-
fAemi¢c reseurces to peolarize the existing
aesthetie.

J.L

de la produccion de poderosos materiales imdusttrales
propios de una nacion rica. Alli la ciudadania repre-
senta un cierto lenguaje que no es el de la cultura
inmediiata. Esto provoea un ambiguo estado de legalidad-
ilegalidad para el ciudadano artista. Como una reac-
cion a esta anomalia, el arista—por instmto o por
destimo—crea una agresiva expresion utilizando recur-
508 econormigos y politicos con el fin de polarizar 13
estetiea existente.

J.l.
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Papo Colo

The Great Mkddpnas 1982

Acrylic on canvas

72 x 48 in. (182.88 x 122132 o))

Courtesy of the Monique Knowlton Gallery New York




Born in San Juan, Puerto Rico, 1933

Lives in Philadelphia, Pennsylvania

In 1950 Ferrer, then a musician in a salsa band,
began to study twenfieth-cemtury art. The Sur-
realist artists Amdré Breton, Wilfredo Lam, and
Benjamin Peret were important early influences
on his career. By the late 19603 the artist was
creating installations that incorporated grease,
straw, leaves, and ice. In 1969, his career already
well established, he produeed AmiiliWsion Pro-
cedure Mhritekidds at the Whithey Museum of
Armerican Aft in New York,

During the 1970s Ferrer created spontaneous,
expressionistic constructions evoking post-
Surrealist references to imaginary geographical
maps. Here, he developed the theme of boat
cruises derived from his fanciful visions of travel
and sutvival on tropical islands. In South Armerica
he did an installation that suggests the bow of a
boat and ineorporates a sign that reads "Patago-
hia™ as well as various exetie animal skins, Rair of
wild degs, snakes, and sguirrels.

EV gram canilted! of 1969, typical of his most
recent phase of tent constructions, represents a
personal, romantic desire to be marooned on an
uncharted tropical island. The four-sided canvas
tent is decorated inside and out in vibrant colors
with splattered, dripped, and sprayed paint, sim-
ilar to the 19603 process meode. The eontent of
the work is organized symmetiically on each
panel of the tent, using recognizable island icons,
sueh as a primoidial palm tree and a map of
Puerto Rico. Inde¢ipherable woids and abstrac-
tions, like forgotten hiereglyphs en bariie walls,

Rafael Ferrer

Nacido en San Juan. Buerto Rico. 1933
Vive en Filadelfia. Remnsylvania

En 1950, Ferrer, entonces musico en un conjunto
de musica salsa, comenzo a estudiar el arte del siglo
veinte. Los artistas surrealistas Andre Breton, Wilfredo
Lam y Benjamin Peret fueron impartantes imfluencias
tempranas en su carrera. Hacia fines de los anos
sesenta, el artista creaba obras usando grasa, paja,
hejas y hielo. En 1969. su carrera ya bien asentada,
pradujo Amn-illisiatn Progediue Mairrial/ en el Whitney
Museum of Ameriean Art en Nueva York.

Durante le decada de 1970 Fefrer creo espuniar
neas construcciones expresionistas que evocan refer-
encias post-Surmrealistas a mapas geograficos imagi-
narios. En ellas desarrollo el tema de cruceras mari-
timas, derivados de susvisiones fantasticas de viajes y
supervivencia en islas tropicales. En Sudamericz, hizo
una instalacion que sugiere la proa de una barca e
incorpere un cartel que decia: “Patagonia” asi como
varias pieles de anirales exoticos, pelo de perros sal-
vajes, serpientes y ardillas.

Elgyaam caniitel/ de 1979, tipica muestra de su mas
reciente etapa de construction de carpas, representa
un deseo personal y romantico de ser abandonado en
una isliatropical gue no figure en los mapas. Estacarpa
de lienzo de cuatro ladaos, esta decorada por demitkoy
por fueracon pintura salpicada, goteaday pulverizada,
de modo similar al procedimiento de los anos sesenta.
Bl contenido del trabajo, es ensamblado en una com-
position simetrica utilizando reconocibles icones de
islas, como puede ser una palmera primerdial y un
mapa de Puerto Rico. Palabras indescifralbes. abstrac-
ciones como olvidados jeroglificos en las paredes de
un barrio, estan yuxtapuestos con las palabras “Luna”,

are juxtaposed to Spanish words: “Luna,” "El
gran canibal,” phrases from romantic songs, and,
most importantly, “Rosa,”” a name that gently
alludes to the sensual fantasy underlying this
piece,

D.L-S.

*El gran canibal’, frases de canciones romanticas y. lo
mas importanie, “Rosa’, nombre que Suavemente
alude a la fantasia sensual que sustenta esta obra.

D.L-S.
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Rafael Ferrer

gran Grglady, &Bibal. 1979
Mixed media on canvas

03Bx 84 x 84 in (274.32 x213.36 x 213.36 cm )
Countesy of the Nancy Hoffman Gallery: New York
Photography by Aam Zindman
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Born in Humacao, Puerto Rico, 1948
Lives in New York, New York

My wark is a synthesis of images or fragments
of images that are subjectively harmonious on
the subconscious level and that | try to articulate
on the picture plane through a combination of
painted and three-dimensional elements.

| hope to engage the eye on anumber of levels,
alluding through narrative or symbolic placement
to a variety of meanings, overtones, and associa-
tions, My vocabulary is drawn from the process
and tools of painting and sculpture—as well as
from mennories, dreams, literature, and music,

This exploration of a personal catalog of im-
ages, and the specific choices made when reveal-
ing them, is the method and purpose of my work.

The viewer, nevertheless, must be cautioned
against making literal interpretations and draw-
ing definite conclusions from these paintings.

E.F.



Edgar Franceschi

Nacido en Humacae, Puerto Rico, 1948

Vive en Nueva York. Nueva York

Mi trabajo es una sintesis de imagenes o de trag-
mentos de imagenes que rfesultan subjetivamente
armoniasos a hivel subcomscient. y que trato de articu-
lar en el plano pictorico atraves de una combinacion
de elementas pintados y tridimensionales.

Espero comprometer el ojo a distintos niveles,
haciendo alusion a distintos tipos de significados,
armonias y asociaciones por medio de liocalizaciones
narrativas o simbalicas. Mi vocabulario se denva del
procesoy de las herramientas de la pinturay escultura,
asi como de recuerdos, suenags, literaturay musica.

Estaexploracion de un catalogo personal de imagenes
(v las elecciones especificas hechas durante su revela-
cidn) es el metodo y proposito de mi obra.

Sin embargo, el observador debe ser cauto en hacer
interpretacfones fliterales y llegar a conclusiones preci-
sas sobre estas pinturas.

EF
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Edgar Eramceschi

Saint Cecitle, 1383

Acrylic and oll on masoenite

B883/4in. x 42 in. (243.38x1066%H.)

Courtesy of the Harm Bouckaert Gallery, New York




Born in Buenos Aires, Argentina, 1944
Lives in New York, New York

The second of our meetings took place during
the Mallvinas (Falkland Islands) War. The horror
and pettiness of this exercise had forced Frangella
to a standstill. His concern was deeply moving
and shed new light on his work. He showed me
the last four works he had completed. A prescient
series of enormous gestural closeups, each of a
hand clasping an object. Their violence was quite
at odds with the torses he had been painting.

The subject of the human torso, howewer, con-
tinues to fascinate him. These works are all large
in scale, painted in broad strokes of an eerie,
dreamlike tomallity. All have a strong feeling of
antecedence, and all are painted from life. Yet
they are the figure at one remove from life—they
are paintings of small ceramic torsos that Fran-
gella has made. They are metaphois emerging
from a deep sensitivity that sesms barely held in
eheek. With apparently simple means Frangella
ereates werk of great tensien between the age-
lessness of Ris subjeet matter and the breeding
guality of Ris exeeution. Befere Ris paintings we
are simultaneewsty in the past of classical certain-
tigs and in the darkling present:

J.S.



Luis Frangella

Nacido en Buenos Aires, Argenting, 1944
Vive en Nueva York. Nueva York

Nuestro segundo encuentro tuve lugar duranie la
guerra de las Malvinas. El horror y la mezquindad de
esta empresa habian forzado a Frangella a hacer un
alto. Su inquietud era profundamente conmovedaora y
arrojaba nueva luz a su obra. Me mastro las cuatro
ultimas obras que habia terminado. Una premonitoria
serie de enormes primeros planos de marcadas postu-
ras, cada Uno con una mana apretando un objete. Su
violeneia estaba plenamente en desacuerde con los
torses gue habla estado pintando.

No obstante, el tema del torso humano continua
fascinandolo. Estas obras estan todas compusstas en
amplia escala, pintadas con anchas pinceladas enuna
tonalidad espectral, como del mundo de los suengs.
Todas ellas tienen un fuerte sentimiento de preceden-
ciay estan todas pintadas de la vida. Sin embargo son
la figura que esta aun paso de lavida—son [pinturas die
peguenps torsos en ceramica lo que Frangella ha
eompUesto. Son metaforas de una honda sensibilidad
gue pareee estar apenas controlada. Con medios apa-
fenternente simples Frangella erea una obra de gran
iensien enire la atemperalidad de su tema y la melan-
eoliea ealidad de su ejgeucion. ARte sUS piRtUFAS HES
§BRtIFMES SiMulianeamente A un pasade de Serti-
gurmbres elasieas ¥ 8R UR PreSBAte Qscure:

J.S.
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Fran ala Luis Frangeila
Femalix Torso Greem 15983
Oilonwarnas
L35 x 108 in (3429 x 274.32 cm.)
IdolrtesyofthéEleBrovew: Ealkery New York




Born in Guadalajara, Jalisco, Mexico, 1954
Lives in Los Angeles, California

Painter-photographer Gil de Montes remem-
bers attending school in Guadalajara and walking
by the murals of Jose Clemento Orozco that
adorned the hallways. In Los Angeles from the
age of fifteen, he attended the Otis Art Institute
and later California State University, Los Angeles,
A tire spent in Mexico City as assistant editor for
Kiees Visualkes, published by the Museo de Arte
Modeirno, led him to further exploration in his
studio weork. ORe eonRseguenee was an increas-
ing abserption in painting. His werk in beth
media has been shewh in Mexiee and Cuba as
WRMl as in Seuthern Califernia.

Gil de Monmtes, by his own admission, is
involved in a search for a world that reflects the
urban and the naive. While attempting to create a
soft, furry texture with the garish luminosity of
paintings on velvet, he makes figures that evoke
the ordinary quality of paintings on the sides of
vang seen on the freeways. The recreation of
familiar rayths is apparent in a werk like The
Weeping Werrin, while translations of cowboy
epies and B-movie images also appear in his
woirk. His paintings encoripass space and their
frarmes are often deeerated in eollages made up
of Mexiecan pepular art objeets that speak te the
influenee ef Frida Kahle and the rere imagina-
tive dimensions ot maderh Mexiean art. His phe-
tegraphy, moreever, reveals the esnflietive reali-
ties of urban Les Angeles, the insidieus divisiens
between neighborhoods and eultures, and at the
same tifme, the uhity inherent in that wond. His

Gil de Montes

Nacido en Guadalajara, Jalisco, Mexico, 1954
Vive en Los Angsles, Califiornia

El fotdgrafo y pintor Gil de Montes recuerda cuamdo
asistia a la escuela en Guadalsjara y caminaba a lo
largo de los murales de Jose Clemente Orozco que
adornaban los pasillas. Vive en Los Angeles desde los
quince anos, donde concurrio al Otis Art Institute y
luego a la Califarnia State University Los Angeles. La
epoca pasada en la ciudad de Mexico coma editor
asistente para Ares Visuales. publicada por el Museo
de Arte Mosdkiimm, lo llevo @ mas exploration en su
trabajo Una de las corisecuencias de esta fue una
pregresiva preecupacion por la pintura. Su obra en los
dos medies ha sido mostrada en Mexico y Guba asi
eeme el Sur de Califernia.

Gil de Montes confiesa estar comprometido en la
busqueda de un munde que refleje lo urbano y lo
ingenuo. Al mismo tiempo que trata de crear una
textura peluda con la llamativa luminosidad de las
pinturas de terciopelo, hace figuras que evocan la
cualidad comun de las pinturas a los lados de las
camionetas conducidias en la autopista La recreacion
de mitos familiares se evidencia en un trabajo como
The Weeping Worram donde se hacen tambien pre-
sentes la traduceion de la epica de los cowboys e
imagenes de peliculas de segunda categoria. Sus pin-
turag eemprenden espacio y sus marcos estan a
menude decorades con collages hechos de objetos
ge arte pepular mexieane, gue revelan la influencia de
Frida Kahle y las dimensiones mas imaginativas del
arte mederAe de Mexiee. Per eira parte, su fetografia
fevela las realidades eenfietivas del Les Angeles
urbane, las insidiesas divisiones entre barries y eultu-
fad y- al misme tlempe, la unidad inRerente 8 ese

recent work reflects this philosophy, for as Gil de
Montes maintains, “l've never been polfitical in
my art because {'m a political persom.*

M.N.

mundo. Sus obwas retientes reflejan esta filosofia
porque. como sostiene Gil de Momtes "Nunca he sido
politico en mi arte porque como persona soy politico”.

M.




Gil de Montes

st Strest Evening Rise, 1981

Silver print and oil

49-1/2 x69-1/2 in. {12573 x 151 130om)
Courtesy of the artist
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Born in Camaguey, Cuba, 1945
Lives in New York, New York

All my portraits are of close friends. Letter to
Veronica is a self-portrait and the Bawtista is of an
American poet with whorn | shared aloft. The two
waorks are companmion pieces. They reflect my
interest in art history, especially in Roman portrait
busts and the psycholegical quality of nineteenth-
century German art. The idea tor the Bsutista
came after seeing a sixteenth-century Spanish
painting in Sevilla. In both paintings the baek-
grounds are meticulously weorked but ambigueus
=there eeuld be landseape or just marks. Letrirte
Veremiex refers te Vereniea's Veil=the imprint of
Christ—represented iR the past By El Grees
amohg 6thers. IR New Yok | Rave leeked at mueh
Mimimallist work by peeple like Mamgold and
Rymah, and the grias aliude t this. I E8ker B
Veronicd the grids g6 threugh the Read iR places
te link the image o the Background. The Birds
FEpresent Bur different muses. The frames are
IHE_@QFQi to the Wr'k%: The 8A& B8R EH_S M]ﬂé
heightens the RinsiaRth-ceRimy fesling; Bt iR
Ee¥hIr 1o VEFONIE, WiiCh iS BR & 88588 greund;
E?gsp%?gﬁ 4 feeling oF Aryhess 6 1 gave it 3 Concrets

Aiftar Phillatia{phia is an autobiographical disas-
ter picture. |t is taken from anewspaper photo of a
flood in the South. | worked on it for two years
after a terrible stay in Philadelphia. | wanted to
evoke the night, so the scene is bathed in moon-
light and the frame highlights this effect. Into this
scene | put a series of vignettes. The boat on the
left is my homage to Seurat for his drawing tech-

Juan Gonzélez

Nacido en Camagusy, Cuba, 1945
Vive en Nueva York, Nueva York

Todos mis retratos son de amigos intimos. Letter to
Meronica es un autorretrato y el Bautista muestra a un
poeta norteamericano con quien comparti una bohar-
dilla. Los dos trabajas estan emparentadios. Reflejan mi
interes en la historia del arte, especialmente los bustos
romanes Y la cualidad sicologica del arte aleman del
siglo diecinuexe. La idea para el Bautista vino despues
de ver en Sevilla una pintura espanola del siglo
dieciseis.

En ambas obras el fondo esta meticulosamente
trabajado, pero es ambiguo: puede muy bien ser un
paisaje o0 solo marcas. La Letter to Weronica alude
al Velo de Veronica—la impresion de Cristo—
representado en el pasado por El Greco, entre otros.
En Nueva York he observado mucho trabajo Minime
de gente come Mangoldy Ryman, y Ias rejas aluden a
esto. En Letteri Veronica las rejas atraviesan la cabeza
para unir lairmagen cen el fonde. Las aves representan
nuestiag diferentes musas. Les marees ferman parne
de las obras; el del Bautisia intensifiea el sentimiente
e sigle diecinueye, pere en Leter® Veoniea que esia
s6Bre R fende de y8se Ray URa S6ASaEISN de seque-
dagi en esnseeuencia I8 eelegue UR maree de
ReFmigen.

Affter Phitadiclioifise esuna pintura-catastrote awutiobio-
grafica. Esta tomada de una foto periodistica de una
mundacion en el Sur. Trabaje en ella durante dos anos
luego de una terrible estadia en Filadelfia. Como quise
evocar la noche, la escena esta bahada por laluz dela
lunay el marco acrecientan este efecto. En esta escena
puse una serie de vinetas. La barca a la izquierda
constituye mi homenaje a Seurat por su techica de

nique. The palm trees are symbols of Cuba and
my childhood, and the running boy pursued by
the dog from the left is myself. The birds fly to the
left symbolizing vanitas and death but also libera-
tion from mortality. The horse and rider are from a
Muyb¥idge photo. This is animage of masculinity
and represents my father. The woran is very
clese to me—she has been the mirror of my
eenseiense—and the girls are my daughters.

| use the the scratches to create a barrier for the
viewer, to counteract the three-dimensionality of-
the drawing; but sometimes they create psycho-
logical linkages, such as those between the eyes
of the rider and the boy or the protective triangle
around my daughters,

The artist in conversation with J.S.

dibujo. Las palmeras son simbolos de Cuba y de mi
ninez, €l nino que corre perseguido por el perrg, ala
izquierda, soy yo. igualmente, los pajaros vuelan hacia
a izguierda simbolizando la vanidad y la muerte, pero
tambien la liberacion de la mortalidiadi. El caballoy el
jinete son de una fotografia de Muybiidige. ES una
imagen de la masculinidad y represenia a mi padre. La
mujer esta muy cercana a mi—ha sido el espejo de mi
gonciencia=—las ninas son mis hijas.

Utilizo las rayas para crear una barrera para el obser-
vadar, para contranestar la tridimensionalidad del
dibujo, pero aveces crean uniones sicologjcas, como
la existente entre los ojos del jinete y el nino o el
triangulo protector alrededor de las hijas.

El artista en una conversacion con J.S.



Juan Gonzalez

Letter to Meroniess 1983

Perci and paint on board with cement frame

13B3FMxx 1 0BKIM. (3493 xx 21781 @m)

Collection of the Museum of At

University of Oklahoma, Norman;
Gobhvrarad divirs) Serom dNVdkekthener

Photograph by Zimtiman/Fremont



Born in Santiago, Chile, 1956
Lives in New York, New York

JS: Do you miss Chile?

AJ: No, not the Chile that | know, What | miss is
Latin America, the Latin Ameica that could
be. that should be.

JS: Has it ever existed?

AZ: No, never. But | am working on that (laughs).
Well, that is probably what my work is all
about!

The artist interviewed by J.S,

Jaar's work is about dichotomy. About con-
quistadors and conquered, wealth and poverty,
creativity and suppression. He never hectors or
propagandizes—his spirit is too generous and
poetic for that. There are dichotomies in his
choice of materials: the slick conventions of
advertising and the elemental substances of Third
World life; the directmess of photographic images
and the allusions of text; the techmological and the
primitive.

In one waork, an advertisement shows a chauf-
feur putting an Andy Warhol painting into an
expensive car. The caption reads; “Rue Foche, 11
a.m., sunny and mild—of course!” To the right, a
photograph by Jaar of the furrows of a ploughed
field in Chile, with the caption, “’Chile, 5 p.m.,
windy and eool—forever.” Both the Warhol and
the furrows bear the word “Art’™ painted in red.
On the floov, stuek in a plle of dirt is a reproduction
of the Warhol. The title ot the pieee, in bold letters,
is 1+1=Am

In another waork, there is a large blowup of

Alfredo Jaar

Nacido en Santiage, Chile. 1956
Vive en Nueva York. New York

JS. i Extrana Chile?

AJ: No. no el Chile gue €6r6266: LO uUe yo extrane es
America Latina, la America Latina gue podria ser,
que debrera ser

JS: i Existio alguna vez?

AJ: No, nunca. Pero estoy tratando de resolver ese
asunto (se rie). Bueno, probablemente ese sea el
tema de mi trabajo!

El artista entrevistade por J.S.

£l trabajo de Jaar es sobre dicotomiis; sobre con-
quistadores y conquistadies, fiqueza y pobreza, creati-
vidady represion. Nunca amensza 0 propagaindizs, su
espiritu es demasiado generosoy poetico para eso. La
dicotomia esta presente en su seieccion de materiales:
las acicaladas comvenciomes publicitarias y las sub-
stantias elementales de la vida en el Tercer Mundio; la
frangueza de la imagen fotografica y las alusiones del
texto; lo tecnologico y 1o primitivo,

En una obra, un anuncio publicitaric muestra a un
chafer colocando una pintura de Andy Warhaol en un
auto de lujo. En la inscripption al pie se lee "Rue Fache,
11 hs., soleado y templado. por supuesta”. A la dere-
cha, una fotografia de Jaar de los surcos de un campo
arado en Chile con la inscmiption “Chile, 177Hss,,vesn-
toso v frio, para siempre”. Tamto el Warhol come los
sureos tienen la palabra "Arte" pintada en rojo sobre
ellos. En el piso colocada en un montieulo de tierra
esta una reprodiuction del Warhol. El titulo de la obra,
en llamativas letras, s 1+ 1 - Arte

En otra obra hay una ampliation desoldados camu-
flados que avanzan;, segados a la altura del cuello.

60

camouflaged soldiers advancing. Cropped at the
necks, they are headless and thus stateless. To the
right, the caption from an ad reads: "We're all
created equal. After that, baby, you‘re on your
own." On the floor, four black brooms are propped
together, like rifles or the skeleton of a primitive
shelter. They support a red neon light that illumi-
nates atravel poster: “It’s better in the Bahamas."
From this tableau to the photos on the wall snakes
a eollection of clocks, all stopped. On the first day
that his work was exhibited the Marrines invaded,
Grenada.

*“The main thing that everyone must under-
stand about us," states Jaar, "is that we are very,
very alone, and when we have company, it is very
bad company.”

J.8.

estan sin cabezay, por lo tanto, sin vida. A la derecha, la

sTsgripoinde de vmagigu bubtiaitanezazdodosssswsos
creadas iguales. Despues de eso, querido, tienes que
arreglartelas solo” En el piso, cuatro escobas megras
estan apoyadas entre si como fusiles o como el
esqueleto de un albergue primitivo. Sostienen una luz
foja de neon gue ilumina un cartel turistico: “Se esta
mejor en las Bahamas" Desde este retablo a ias fotas
én la pared serpentea una colecdsion de relojes, todos
detenides. En el primer dia en gue esta obra fue exhi-
bida, les Infanteriag de Marina invadieron Granada.

Lo principal que todos deben entender acerca de
nosotros,” declara Jarr, "es que estamos muy, muy
solos y que cuando tenemeos compariia es muy mala
Comypania”

JS.



Alfredo .Jaar

Mistheeistad ] Minherlend of Wies; MoshegAVhatLand
Sketch for the installation, fixed media AR Paper
25x38in (63.5% 965 em )

Courtesy of the arfist
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Born in Buenos Aires, Argentina, 1938
Lives in New York, New York

Leandro Katz began as a poet in Buenos Aires
more than twenity-fiive years ago. Today he is best
known for his films and installations. His waork is
always visionary and self-reflexive and is con-
cerned with language. Amibiguity fascinates him
most, the gap between form and signification.

From several of the individual objects, often
later combined in more ambitious installations,
one may elicit clues to his intentions. Katz des-
cribes Dizgeam in the Samdl, 1978, a seties of
color photographs with color-coded texts: ““Lan-
guage has been moved outside syntax and words
are used with the senses they earry, as indepen-
dent elements inside a movable language €on-
struetien in wihieh the baek and ferth relatiens
between wWeord and image (ieen-emblern), eode
and eeler (Sign-Mmalrix) are prepesed as an aetivity
inRerent in the seareh for meaning.” A later phe-
tographie panel sSRews phasas ef the Meeh linked
te eaeh letter of the alphabet. This fermea the
basis of an instaliation at PS: 1, New Yerk. in
1983 iR which actual sentences were prodiced
HsiRg this alphabst:

Another alphabet was formed in the “Achati-
nella” series, 1982, using beautifully ringed shells,
and again became one of the elements of an ambi-
tious installation called The Judfss Windlow at the
Wihitmey Museurn of American Art. These diverse
elements required different and mutually exclu-
sive modes of comprehension that demonstrated
how problematic mimesis can be.

The “Black Maria” series, a more intimate

Leandro Katz

Nacido en Buenos Aires, Argentimz, 1938
Vive en Nueva York

Leandro Katz comenzo su obra como poeta en
Buenos Aires hace mas de veinticinco anos. Hoy es
mas conocido por sus peliculas e instalaciones. Su
trabajo es siempre visionario y autorreflexivo. y se
interesa por el lenguaje. La ambiguedad es lo que mas
lo fascina: el vacio entre forma y significado.

A partir de varios de los objetos imdidtihaits—
frecuentemente combinados mas tarde en instalacio-
nes mas ambiciosas—se pueden inferir pistas en rela-
cion a sus intenciomes. Katz describe Dvagram in the
Sand; 1978, una serie de fotografias en color con
textos codificados con colores: "El lenguaje ha sido
desplazado fuera de la sintaxis y las palabras estan
usadas eon los sentidos que llevan, como elementos
independientes deniro de una constiuction linguistica
Mmutable en la gue las relaciones foreejeantes entre
palabra e imagen {icono-emiplena), codigo y coler
(signe-miiiiz), 56 propenen eeme astividad inherente
a8 la busqueda del significade”. En UA panel felografice
fealizade pesterisrmente e Muesiran fases de la lura
URidas a eada leira del abeeedarie. ESO eonstituye la

base de URa insialacion presentada A RS- 11am 1Bt

8R U8 88 EBASIFUYEreR verdaderas eraeienes medi-
anie &l yse de esie alfabeie.

Otro abecedario fue formado en la serie “Achati-
nella”, 1982, usandose esta vez conchas mannas deli-
cadamente redondeadizs como uno de los elementos
que formaron parte de una ambiciosa instalacion pre-
sentada en el Whitmey Museum con el nombre The
Judles Windom: Estos diversos elementos requerian
formas de comprension diferentes y mutuamente ex-
cluyentes, lo que demastro cuan problematica puede
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working on this theme, refers to the studio in
wihich Edison produced his first films. With a nod
to Constructivismm, Katz produces a chaos of ma-
terials, colors, and dismembered fragments of
text. His statement from the Whitney installation
provides some eloguent clues to the direction of
this worcinprogiess: “The spectator/viewer is
asked to inguire and to elucidate a sequence of
ehained relations, the anthological (dismembered)
parts of a floating plet: One eeuld say in the end
the werk leaves a trail of eennaeting dets, and that
trail is what ere would fellew in attermpting te
find the wAay inside a darkened reem whieh is
eompletely familiar

J.8,

ser la mimesis.

La serie "Black Maria", un trabajo que ha alhondado
mas en este tema, se refiere al gabinete en el cual
Edison hizo sus primeras peliculas. En serial de apro-
bacion al Constructivisme, Katz produce un caos de
materiales, colores y desmembrados fragmentos de
textos. Su afirmacion desde la instalacion presentada
en el Whitney proporciona algunas pistas eloguentes
&n cuanto a la direceion de esta obra en desarrelle: "El
aspeciadon/disrinader es imstade a indagar y a dily-
gidar una seeueneia de relaciones eneadereRs, Ias
partes antologneas (desmembiadne) de UR HGUMERte
R suspensien. Se pedria dear gue al final Ia ebra deja
URa huella de puntes gue se esneetan. y es esa Auslla
le gue habFia gue seguir en el intente de BREBRkar &l
eamine dentre de URA Rabilatien seuUresidn:, 66R Ia
gue se esta eermpietamente familiarizads™.

JS.



Leandro Katz

Black Meise #5, 1384

Pastel gnamel, Board and waod on paper
28x89 in. (72.12 x 99.36 cm.}
Courtesy of the artist
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Born in Quezaltenango, Guatemala, 1937
Lives in San Francisco, California

Carlos Loarca's recent expressionistic figura-
tive work stems from deeply rooted childhood
memories of his native Quezaltenango. Images
from Guatemalan mythology and folklore, such
as the rituals of the shamans, or curandferos, are
merged with Catholic symbols throughout his
paintings.

In the early 1980s Loarca produced a series of
paintings derived from his continuing spiritual
attachment to the legendary wolf dog, “El Ca-
dejo,” protector of inebriated males returning
home from the local cantinas. This Guatemalan
myth serves to reaffirm the male ego and draws
on Central and South Amwerican religious convic-
tions of a rasdeo tradition that fuses pre-
Hispanie religious ritual and Spanish Ceunte-
Refetmation Cathelieism.

In his most recent work, Los perras de Papiro
XV, the artist develops “El Cadejo™ further. From
pre-Hispanic times the dog has played an impor-
tant iconographical, mythological, and religio-
mystical role. In this painting giant canine appatri-
tions floating on voluminous purple forrms rise
from the ground line in dynamic spontaneous
gestures. These figures are rerminiscent of Franz
Maire"s approach te anifmal spirit. The rectangular
plane en the right of the eanvas ereates an appar-
ently endless free spaee that refers to the time-
lessness and lirmitlesshess of the universe. The tep
of the eanvas is divided inte windews that afford a
paradexieal frame for the seemingly boundiess
view. This is, perhaps, a referenee te the future

Carlos Loarca

Nacido en Quezaltenangoe. Guatemala 1937
Vive en San Erancisco, California

El reciente trabajo figurativo y expresionista de Car-
los Loarca proviene de las hondamente enraizadas
memorias de ninez de su native Quezaltenango, Gua-
temala. Las imagenes de la mitologia y del folklore
guatemalteco, como los rituales de los curanderos se
han fusionado con el catolicismo a traves de sus
pmturas.

A comienzas de los anos ochenta Loarca produjo
una serie de pinturas derivadas de su continua aficion
espiritual al legendario perro lobo, "El Cadejo. " protec-
tor de los varones embriagados en camino a sus
hogares desde los bares de la vecindad. Este mito
guatemalteco sirve para reafirmar el ego masculino y
deriva de convicciones religiosas centro y sudameri-
ganas de una tradicior mestiza que suna &l ritual
religiese prehispanieoy el Catolicisme de la Contrarre:
ferma Espansla.

En su trabajo mas reciente, Los pevruoss de Papiro. el
artista desarrolla aun mas a “El Cadejo”, A traves de la
historia, el perro ha desempenado un importante
papel iconografice, mitologico y mistico-religioso,
como en la cultura prehispanice. En este cuadro,
gigantes apariciones caninas flotando en voluminosas
formas purpuras se yerguen de la linea de tierra en un
gesto dinamico y espontaneo. Estas figuias recuerdan
la aproximacion de Franz Mare 8l espifito animal. El
piano rectangular & la deregha de Ia tela erea un
aparente espacio libre sin fin, aludiende ala at@mpora-
lidad y al universe sin limites. La parte superier ge la
tela esta dividida en ventanas gue predueen Una para-
gejiea estruetura para la vista supuestamente ilimitada:
Esta es. guizas. una referencia a la futura transferma-
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transformation of the dog—to the future trans-
formation of us all.

Loarca is one of the artists in this exhibition who
has retained the closest ties to the surviving
legends, myths, and universal concerns of his
native country.

D.L-S.

cion del perro—a la futura transfiormadion de todos «
nosotras.

Loarca es uno de los artistas centrales de esta exhi-
bicion que mas ha retenido estrechos vinculos con
leyendas y mitos que aun subreviven, y con inquie-
tudes universales de su pais natal.

DLS.
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Carlos Loarca

& Pa XV, 1984
Acrylic om canvas
42 X B4 in. (106.88 x 213 36 cm))
Courtesy of the artist
Photograph by Wilfreda Q. Castang
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Born in Mexico City, Mexico, 1952
Lives in Los Angeles, California

The works by Armandiina Lozano in this exhibi-
tion have been executed in a medium commaonly
known in Mexico as mimseggeaphy, wihich actu-
ally cormbines elements of mirmeographing with
those of silkscreen. This medium offers new
means that are as much mechanical as they are
craftsrmanlike and intuitive. Unlike any other sys-
tern of produeing rmultple images, it has permit-
ted the realization of unique woiks of extreme
lyrieism and ferral meaning:

In one work, for example, the artist has repro-
duced heliographically the linear drawing of a
body positioned perpendicular to the viewer. The
image has been engraved electronically in sec-
tions on four stencils and then printed manually,
reconstructing the drawing.

In another waork the figure isrepeated in varying
oblique positions. The violent foreshortening aug-
ments its dramatic effects, and the body appears
to turn or fall, inflecting and rotating as it des-
cends. In the diptyeh Latinanrsifcan Bodles, the
artist emphasizes the formal significance of the
pleee by the use of eounterpoint arnong each part
of the linear eormiposition and by the ehanee flue-
tuation of the terh edges of the paper that she
uses like stencils te form the bands that eress oF
delimit the eermposition. IR the same way, the
superimposition and repetition of a fragrment ef
the drawing=in this ease any part of the linear
eresshatened areas of the same figure er ef any
ather drawing—produce a Shadewy armbighee, at
the bettem or aver the entire surfaee, of great

Armandiina Lozano

Nacida en Mexico D.E Mexico, 1952
Vive en Los Angeles, California

Las piezas que aqui presenta Armandina Lozano
han sido elaboradas mediante una tecmca que en
Mexico es conacida comunmente como mimeografia,
la cual combina en realidad elementas de este medioy
los de la serigrafia. Por su parte, el uso en esta tecnica
de nuevos recursos tanto mecanicos como artesa-
nales e intuitivos ha permitido, a diferencia de cual-
guier otro sistema de reproduction multiple, la elabo-
racion de obras unicas de extremado lirismo y
significasion formal.

En una obra, por ejemplo, la autora ha repioducido
heliograficamente el dibujo lineal de un cuerpo en
posicion perpendicular al espectadar, el cual ha sido
grabado electronicarnente por secciones en cuatro
plantillzs, para luego ser impreso manual mente, recon-
struyendo de nuevo el dibujo.

En otra obra la figura es repetida en diferentes posi-
ciones oblicums, con lo que el violento escorzo a que
esta sometida la figura aumenta sus efectos dramati-
cos, al parecer que el cuerpo rueda o cae haciendo
inflexiones y girando en su caida. En la obra com-
puesta de dos partes, Latinarmerean Bodles, la autora
enfatiza el significade formal de la pieza mediante el
contrapunto de la composition lineal en cada una de
las partes y la fluetuacion azarosa de los bordes del
papel rasgade, que utiliza 8 manera de plantillas eon
gue ferma las franjas gue eruzan o delimitan la com:-
positien. Asimisme la sobrepesicion y repetition de
un fragmente del dibujo—en este caso de una parte
gualguiera del sembreado lineal de la misma figura 6
da sualguier etre diseno—producen un entramade en
Ia base 6 sebre toda la superficie de gran espontanei-
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spontaneity and formal richness. The source of
this treatmment is in an attitude that motivated the
movement and rhythm of gestural or action paint-
ing, and it contributes to the resolution and mean-
ing of the work.

A.R.

dad y riqueza formal. Esta intempretation se origina de
una actitud semejante a la del movimientoy el ritmo de
la pintura gestual o la pintura de accion, que contri-
buye a la solution y el sentido de las obras.

AR.







Armandina Lozano

Latinamerican Badiess (diptych, right panel), 1983
Monoggagthy

39-3/8x 27-5/8 in. (99.9b x 7@K cm}
Photograph: by Dennis O. Cahwood




Bom in Belem, Brazil

Lives in Los Angeles, California

Marilia was educated in Brazil and in the United
States. She has given extensive performances
and readings in the United States, Europe, and
Japan between 1979 and 1983 with her poet
husband, Gozo Yoshimasu. Among her solo musi-
cal performances are Mijor Chordl.(Los Angeles,
1982), The Muoon (Kyoto, 1982), I Am a Fossil
(Tokyo, 1982; Los Angeles, 1983; Yokohama,
1983), The Winds of Rio (Tokyo, 1983. Los
Angpifes, 1984). and Magrsa Aurs (Tokyo, 1984).

Mtagrea Awa is a musical performance that
combines voice, dance, drama, and both com-
posed and improvised music. lts vibrant images of
Brazil and Latin America are used as metaphors to
release an array of ernotiomal experiences. Magna
Awra ermphasizes the voice, and its voeal arran-
gements combine multilingual narrative (English,
Portuguese, Spanish, French, and Japanese), lyri-
éal expression, and what the artist ealls “songs of
the primitive seul,” aleng With meverment and
tRythrms that bridge aneient and eontemperary
forms.

Marillia’s is a theater in which the text is aygossm,,
music and movement support the words, the
stage set is the performer’s body, and the lights
indicate structural changes. She carries the spec-
tator on ajourney through time and space, whilea
myriad of colors spellbinds and inundates the
observer.



Marilia

Nacida en Belsm, Brasil

Vive en Los Angeles, California

Marilia se educo en Brasil y en los Estados Unidos,
Ha ofrecido extensas représentaciones y lecturas en
los Estados Unidas, Europa y Japon entre 1979 y
1983 con su esposo, Gozo Yoshimmasu Entre sus
representaciones musicales individuales figuran: Cuer-
da mayor (Los Angales, 1982), The Mumm (Kioto,
1982). I Amn a Fossil (Tokio, 1982; Los Angelles, 1983,
Yokohama, 1983), The Winds of Rio (Toke, 1983; Los
Angeles, 1984) y Megpea Aure (Tokio, 1984).

Magree Aws es una representacion musical que
combina voz, danza, drama, y musica cormpuesta e
improvisada Las vibrantes imagenes de Brasil y Lati-
noamerica son usadas como metaforas para producir
una dramatica variedad de experiencias emocionzles.
NMegnae Awes enfatiza la voz y los arreglos vocales
cormbinan la expresion lirica con una narrativa multi-
lingue (ingles, portugues, espanel, frances y japones) y
lo gue Marilia llama las “caneienes del alma primitiva’,
§e aseeian eon les elementos del MeViFmien®, fithes
y otfas musieds gue eEReetan fermas antiguas y
EONtEMRRIMRALS.

El teatro de Marilia es uno en el cual el texto es un
poema, la musica y el movimiento soportan las pala-
bras, el escenario es el cuerpo de la artista y las luces
indican los cambios estructuraies. Lleva al espectador
de viaje a traves del espacio y del tiempo, mientras
que una miriada de colores lo hechiza e inunda.
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Marilia

In Miagmas Aurea. Tokyo. 17 Dacember 18868
A musical performance

Photograph by Aky







Born in Havana, Cuba 1348

Lives in New York, New York

Ana Mendieta’s sculptures are dialogues be-
tween the earth and the mythical female body.
Closely related to nature, these works spring from
the artist’'s deeply personal trauma of being torn
from her homeland after the Cuban Revolution,
and sent to foster parents in the United States.
They are the traces of a soul in passing, but they
are also symbols of a more universal longing for
our lost identifieation with the earth.

Mendieta began working outdoors in the early
seventies, after an archaeological expedition to
Mexico. These pieces, wiich she calls siluetas.
were formed of materials ranging from mess to
mud and grass; others were cut into a river bank
or were explosive, taking place in time as well as
space—outlines in gunpowader, drawn in the air in
smoke.

All of Mendiieta’s work takes the form of crude
female figures. Often they are imprints of her own
body. They recall Paleolithic fertility symbols of
the figures still used by certain African tribes. She
cherishes the ritual and private aspects of her
involvement with nature. Thus the works were
often produced in remote sites, to be stumbled
upon by chance or left to be reabsorbed into the
earth. Within a museum or.gallery eontext these
works were represented by large phetographs,
like arehaeologieal finds.

In 1981 Mendieta returned to Cuba and created
a remarkable series of works, the *““Rupestrian
Sculptures,” carved in the rock of remote caves.
No longer representations of a return to nature,

Ana Mendieta

Nacida en La Habana, Cuba, 1948

Vive en Nueva York, Nueva York

Las esculturas de Ana Mendieta son dialogos entre
la tierra y el mitico cuerpo femeninc. Esredhamerte
relacionadas con la naturaleza, estas obras emanan
del profundo trauma personal de haber sido amancada
de su patria luego de la Rexplucion Cubana y enviada a
padres adoptivos en los Estados Unidas. Son las huell-
as de un alma que pasa pero tamhien son simbolas de
una ansia mas universal de nuestra perdida identifica-
tion con la tierra.

Mendieta comenzo a trabajar al aire libre a princi-
pios de los anos ochenta luego de una expedition
argueologica a Mexico. Estas obras, que ella llama
"siluetas”, fueron hechas con materiales como musgo,
barro y hierba, otras fueran talladas en la ribera de un
fio o fueron explosivas, habiendo tenido lugar en el
tiempo y el espacie, siluetas en polvora sacadas al aire
en ferma de humo.

Todo el trabajo de Mendietatoma lla forma diztoscas
figuras femeninas. a menudo impresiones de su pro-
pio cuerpo. Recuerdan simbolas de fertilidad paleoliti-
cos o las figuras que aun son usadas por algunas
tribus africanas. Ana Mendieta aprecia el ritual y los
aspectos privados de su compromisoe con la natura-
leza. De esta manera, las obras a menudo fueron
producidas en sitios remotos para que alguien diera
e6n ellas por casualidad, o abandenadas para que se
reabsorbieran en la tierra. En el contexto de un museo
8 una galeria estos trabajos fueron presentados por
fmedie de fotogiaifias de gran tamano. eome “hallaz-
ges” arguesiogieos.

En 1981 Mendiieta volvio a Cubay creo una notable
serie detratmyos. las "Esculturas Rupestres.” talladas en
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they are a paean to her return to her homeland; an
acknowledgment of her integration in the humus
of her origins.

In staking out a claim to territory that is only
temporarily hers, and by working harmoniously
within it, Mendieta affirms the power of natural
law.

J.S.

la roca de cuevas remoias, No mas representaciones
de un retorno a la naturaleza, estas esculturas son un
himno a su regreso a su patria, un reconocimiento de
su integracion en el humus de sus origenes.
Aventurando una reclamation de terreno que solo
temporariamente es suyo y trabajando ammoniosa-
mente en el, Mendieta afirma el poder de la ley natural.

J.S.
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Ana Mendeta

Sandwomamn 1984

Sand and palyurethane resin
60x 36 x 12 in. (152.4 x 91.44 x 30.48 cm.)
Courtesy of the artist




Born in Havana, Cuba, 951

Lives in Austin, Texas

An artist in exile from the svelte contours of the
island of Cuba, 1 have also lived in Mexico, Peru,
and Guatemala, and thus | strongly consider
myself an American in the proper sense of the
waord.

Through my architectural and historical studies
1 have absorbed the formal richness of Spanish
colonial art of these Latin American countries,
and 1 have reveled in the fusion of European
Baroque and indigenous art farmss.—

1 wish to interpret pictorially the visual clash
resulting from the encounter of western Judeo-
Christian logic with pre-Colomibian civilizations.
This process will help me understand and define
my “Amenicanmess .’ . —

My waorks are a direct response to the exper-
ience of wihat | am. They are visual tableaux with
recognizable imagery and yet are self-reflective
and highly symbolic.

JP

Wiario y Guadialyme, in this exhibition, is a uni-
que example in the oeuvre of Pardo. Its visual
focus is directly on the figures and not on the
peripheral iconography. Pardo depicts the eternal
conflict between good and evil. Looking like a
fallen angel, a winged Mario weats on his chest a
tattoo of Our Lady of Guadalupe, the Madonna of
Mexico, wiho also represents goodness, compas-
sion, and motherhood. On his arms are tattooed
replicas of his current loves, and he is surrounded

Jorge Pardo

Nacido en La Habana, Cuba, 1951

Vive en Austin, Tejas

Artista exiliado de los esbeltos contornas de la isla
de Cuba, tambien he vivido en Mexico, Peru y Gua-
temala, v asi me considero firmemente americano en
el sentido correcto de la palabra.

A traves de mis estudio de arquitectura e historia he
asimilado la riqueza de formas en el arte hispanico
colonial de estos paises latinoamericanas y me he
deleitado en la fusion del Barroco europeo y el arte
indigena. ...

Quiero interpretar pictoricamente el chogue visual
que resulta del encuentro de la logica occidental
Judeo-Cristiama con la de las civilizaciones Precolom-
binas, Este proceso me ayudara a comprender y
entender mi "Amenicamigiad....,

Mis trabajos son una respuesta directa a la expe-
riencia de lo que soy. Constituyen un retablo visual con
imagenes reconogitiles, aunque autorreflexivas y alta-
mente simbolicas.

JR

En esta exposicion, Minm y Guadalupe es un ejermn-
plo singular en la obra de Pardo. Su foco visual se situa
en las figuras representadas y no en la iconografia
periferica. En su trabajo. Pardo presenta el eterno con-
flicto entre el bien y el mal, Con aspecto de angel! caido,
un Mario alado,, INeva en su pecho un tatuaje de
Nuestra Senora de Guadalupe. Patrona de Mexico,
que tambien representa la bondad, compasion y
maternidad En los brazos de Mario estan tatuadas
replicas de sus amores presentes y el esta rodeado de
Un &spacio con semejanzas de matriz. En el tondo hay
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by a womiilike space. In the foreground, a young-
er, much more spiritual Mario, sits with his back to
us, wearing on it a tattoo of the Virgin of Guada-
lupe. No contradicting symbols mar his vision of
innocence. The younger Matio is an apparitional
rerninder of the past to the ernbittered Mario of
today. Now impious, Mario sits naked, forever
reminded of his earlier state—a study in contrasts
and eéontradietions.

D.L.-S.

un Mario mas joveny espiritual sentado de espaldas al
observadiar, que lleva tatuaje que representa a la Vir-
gen de Guadalupe. Ningun simbole contradictorio
desfigura su vision de inocencia. El joven Mario se
muestra como una aparicion recordatoria del pasade
al amargado Mario de hoy. Ahora impie, Mario esta
sentado desnude,. haciendesele siempre presente su
antiguo estade; un estudio en eentiastes y €6A-
{radiegiones.

DLS.




Jorge Panco

Maio y Guadalee, 1979

Pen, ink, colored pencil, and acrylic on papes
27 x34x Lin. (68 58 x 86.36 x 2.54 cm.)
Counesy of the artist




Born in Buenos Aires, Argentina, 1941

Lives in New York, New York

Everything happens and nothing is remembered
In those crystalline studies
Where, like fantastical rabbis
We read books from right to left.
Jorge Luis Borges, “The Mirrors™

Just as other people play with words, she plays
with images of objects that are themselves repre-
sentations of something else. She employs var-
ious techmiques: silkscreen, drawing, painting,
collage, the use of real objects, but in an unusual
way, hever taking herself seriously. Her brain must
resemble a maitifica, the Russian doll in the form of
a womhan that contains another, that contains
anéether. .., .

Jocelyne Lepage, “Liliana Porter, the Jes-
ter,” La Presse (Montreal). 19 November
1983

The fact that the real and the unreal events
depend upon one another means that the believa-
bility of the wihole proposition is up for grabs.

Gregory Battcock, Tihe Progress of Real-
ism, Porter” in Why An? (New York,
1977

Liliana Porter

Nacida en Buenos Aires. Argentimna, 1941

Vive en Nueva York, Nueva York

Todo acontece y nada se recuerda

en esos gabinetes cristalinos

donde, como fantastices rabinos,

leemos los libros de derecha a izquierda.
Jorge Luis Borges "Los espejos”

Asi como otras personas juegan con palabras, ella
juega con imagenes de objetas que son en si repre-
sentaciones de otras cosas. Emplea varias tecmcas:
serigrafia, dibujo, pintura. collage, el uso de objetos
reales, aunque de un mode inusual. nunca toman-
dose asi misma seriamentie. Su cerebro debe seme-
|arse a una mairikee, la muneca rusa con forma de
mujer gue contiene otra, que contiene ofra. ...

Jocelyne Lepage "Liliana Porter, el bufon”, La
Presse (Momtiresd), 19 de noviembre de
1983

El hecho de que los sucesos reales y los ireales
dependan unos deatirgs, signifiea que liacredibilidad
de la proposicion queda libre de imiterpretacion.

Gregory Battcock "El progreso del Realismo,
Porter”, en: Por que Are? {(Nueva York,
1977)
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This is the world of Liliana Porter—minimal, but
nevertheless ample and generous, in that it is
dreamlike, mental, simple, and everyday, a world
in which appearances deceive us and reality
occurs in other dimensions. It is the tireless labor
of an artist dedicated to asking herself—like a poet
or scientist—why things oceur and what would
happen if they didn't, or if they eeeurred In
another way, out of all legieal erdet

Oscar G6mez Palacio, “Liliana Porter,”
Cihvomas (Bogota), 16 March 1982

Ese es el mundo minimo de Liliana Porter, mas
amplio y generosc por onirice, mental, simple y coti-
diano; donde las apariencias nos enganan y donde la
realidad sucede en otras dimensiomes. Es la poesia
dicha con imagenes, descrita asi, como un cumulo
de muy pocos sucesos, pero donde tambien las
ideas, las posibilidades y las actitudes son muchas.
Eslalzibor incansable del amista dedicado apieguntarse
-eeomo el posta o el cientifico —mpor que suceden las
cosas, que pasaria si no sucedieran o si sucedieran
de otra manera y no como el orden de la logica lo
sugiere.

Oscar Gomez Palacio “Liliana Porter," Chro-
maos (Bogotta), 165deNVemezodie 19832




itinaaieotier
The Reflection;, 1982
Aerylic silkscreen ail €sllkye ©R CAAVAS
64 % 96 in (162 56 x 243 84 e
Courlesy of Barbara Tol Fifle Ars. New Yark







Born in Mexico City, Mexico, 1942
Lives in New York, New York

Regazzoni's work is unigue in the way it strad-
dles the line between architecture and sculpture,
between implied subject matter and purity of
form. Notsurprising, then, are his early training as
an architect in Mexiico City and his penchant for
Baroque tastes and lavish displays of gilded lux-
ury. There is a variety of particularly Mexican
styles as well as a more restrained architectural
aesthetic that permeates his work.

Regazzoni's colunmms belong to a rich past.
These golden shafts have an eight-pointed base
and capital and a body that zig-zags its way up
and around the central axis. Like most examples
of structural engineering, these pillars are based
on a precise formula, a repetition of geometric
shapes,

Regazzoni‘s work is replete with the notions of
antique pomp and decorum associated with the
triumphal arch. Fully coated in the same gold
patina, these two colummar shafts with three-
dimensional surface patterning mold into an arc
with accentuated patterning. The formula is famil-
iar for Regazzoni, that of a modified spiral column
turning into an independent archway. The artist
relies upon a mixture of artistic and historical tra-
ditions te imbue his arch with such a powerful
presence: the monurenial Reight, an architectu-
ral form of great antiquity, and the use of a gold
patina that enhanees a subtle play of light from
the artieulated surfage.

The influence of a historic tradition within
Regazzoni‘s sculptures should not be underesti-

Ricardo Regazzoni

Nacido en Mexico D.E, Mexico
Vive en Nueva York, Nueva York

La obra de Regazzoni es unica en el modo como se
ubica a medias entre la arquitectura y la escultura,
entre el tema abordado y la pureza de la forma. No
sorprenden, entonces,sus estudios la arguitectura en
la ciudad de Mexico y su inclinacion por los gustos
barrocos y por recargadas manifestaciones de dorado
lujp. Brdste una variedad de estilos paricularmente
fmexicanes asi come una estetica arguitectoniea mas
restringida gue penetran su obra.

Las colummas de Regazzoni pertenecen a un mico
pasado. Estosfustes dorados tienen una basey capitel
de ocho puntas, y un cuerpo que serpentea hacia
arriba y alrededor del eje central. Como la mayoria de
los ejemplos de ingenieria de la estructura, estos
pilares estan basados en una formula precisa, la repe-
ticion de formas geometricas.

La obra de Regezzomni esta repleta de antiguas mocio-
nes de pompa y decoro asociadas con el arco de
triunfo. Taotalimente revestidos de la misma patina de
oro, estos dos fustes con modelado de superficie tri-
dimensional se continuan en un arco de prominente
modelado. La formula—con la que Regazzoni se
encuentra familianzado—es Ia de una columna modi-
ficada en espiral que se resuelve en una arcada inde-
pendiente. El artista se vale de una mezcla detradieio-
nes historieas y artisticas para dotar a su aree de ian
pederesa preseneia: la altura monumeiiiall, una ferma
arguiteetenica de gran antiguedad, y el use de yna
patina de ore gue realza el sutil juego de luz de la
irabajada superfieie.

No deberia subestimarse la influencta de una tradi-
cion historica en las esculturas de Regazzoni. La
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mated. The column and the archway, until the
advance of twemntieth-cemtury modernism, were
fully assimilated as architectural elements. Mod-
ern architecture forgot these elementary motifs,
and it is only recently that historicism in the arts
has once again become a concern of painters,
gculptors, and architects.

Regazzoni’s sculptural forms contain the sub-
ject matter of two millennia. Through the histori-
cal quotation of archaic architectural elements he
is reviving the myths of the past as well as express-
ing a very current notion of contempaorary art.

Adapted from Miichael Kohn, Ricartio Ragazzoni:
Rumitiguee Monlern Sculptuee (1984)

columna y la arcada estuvieron totalmente asimiladas
como elementos arquitectonicos hasta el avance del
modernismo del siglo veinte. La moderna arquitectura
olvido estos motivos elementales, y solo reciemlemente
el historicismo en las artes ha vuelto a estar una vez
mas en el pensamiento de pintores; escultores y
arguitectos.

Las formas esculturales de Regazzoni contienen el
tema de dios milenias. Atiravesdelia alusion historica a
arcaicos elementos arquitectomicos, revive los mitos
del pasado al tiempo que expresa una nocion muy
actual del arte contemporaneo

Adaptado de Michael Kohn, Ricardo Regazzoni:
antigua@ escultwa modéarze (1984)




Argth. 1984

Stuwdly- Diagram

10x 14 in. (254 x B5.56 em.)
Caofirtbsyaefishe artist
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Born in Mexico City, Mexico, 1949
Lives in Chicago, lllinois

Alejandro Romero’s sumealist-expressionist
dramas suggest a vast range of different influen-
ces: the hallucinatory quality of the work of Goya;
the frenetic, almost electrified figures of Bacon;
and during the last ten years, a brightened palette
that reveals his exposure to contemporary Chi-
cago attitudies. And more than any other artist in
this exhibition, Romero shows the direct influ-
ence of the modern Mexican muralists and turn-
of-the-century printmakeis, such as Jose Guada-
lupe Pesada. Urbam symbels, sueh as smoke
staeks and modein high-ise buildings, are now
incorporated with pre-Hispanie mythical figures
and ieons. The synthesis of all these gualities has
predueed imaginary theatdeal pageants rieh in
color and eentent; in tOpsy-turvy eslebrations en
€anvas.

By manipulating color and line, Romero depicts
narratives that are integrated environments with
no clear distinction between the contemporary
urban and the pre-Hispanic. There is a constant
disintegration of solid objects by light and tonal
gradation combined with a seemingly spontane-
ous and Righly aggressive brushwoik. He uses the
muralistic Rofizontal tormat to display his dra-
rhatic, aceelerated, and moving epies.

Classical maidens, military generals, medieval
court jesters, and dancing figures are fused with
skeletons, handsome folk heroes, horrifying
actors, and visual depictions of the pre-Hispanic
cosmological belief system of birth-to-death trans-

Alejandro Romero

Nacido en Mexico D.E. Mexico, 1949

Vive en Chicago. Minois

Los dramas surrealistas y expresionistas de Alejan-
dro Romero sugieren una extensa serie de disimiles
influencias; Las cualidadies alucinantes del trabajo de
Govya, las representaciones freneticas, casi electnfica-
das, de las figuras de Bacom, y, durante los ultimos diez
anos una animada paleta que revela su contacto con
las tendencias contermporaes de Chicago. Y, mas
gue eualguier otro artista en esta exposicion, Remero
muestra la influeneia directa de los muralistas mexica-
nes modernes y los grabadoies de fin de sigle comeo
Jese Guadalupe Pesada. Simbeles urbanes, €6mMe
ehirereas ¥ raseaeieles, se UAeR a figuras e isenes
Fitiees preRispanieds. La sintesis de tedas asias euali-
dades ha preduside UR reiable imMaginane, fies en
esler y eontenide, que eenforma Una deserdenada
geletratien en &l hsnze:

Por medio de la manipulation del color y de lalinea,
Romero describe narrativas que constituyen ambientes

inrgron laraleambdyaynmea alardistisiimoipargrérie lo

prehispanico y lo urbano contemparanew. Hay una
constante desintegracion de los abjetos solidos por
medio de la luz y de gradaciones tonales combinadas
€on una aparentemente espontanea pinecelada agresi-
va. Romero utiliza el formato muralista horizontal para
exhibir su epica dramatica, acelerada y emocionante.

Doncellas dasicas, genesales del ejercito. bufones
de la code medieval y figuras danzantes. se mezclan
con esqueletas, bellos heroes populkres, actores hor-
ripilantes y descripciones visuales de las creencias
cosmalogjicas prehispanicas sobre el ciclo de laviday
la muerte. EH trabajo constituye una evocation del Dia
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formation. The work is an evocation of the Diéa de
fos Mhigervos, a synthesis of Catholic rituals and
pre-Hispanic ancestral wanship still in practice in
Mexico and Cenittral America.

Romero’s oeuvre is not limited to painting but
includes graphics as well. Although he received
training in graphics in New Mexico and at the Art
Institute of Chicago, his art harks back to the
earlier work ot Posada and therefore is linked to
the Mexican printraking tradition so strongly
established at the turn of this century.

D.L-S.

de los Muertos, sintesis de rituales catolicos y cultos
ancestrales prehispanicos. aun vigente en Mexico y
America Central.

La obra de Romero nose limita a la pintura sino que
tambien incluye obras graficas. Romero recibio su
education en artes graficas en Nuevo Mexico y en el
Art Institute of Chicago; sin embargo, su trabajo
retorna a los primeros trabajos de Posaday, en conse-
cuencia, establece un vinculo con la tradicion de
impresos mexicana. que con tanta fuerza se afraigo a
principios de este siglo.

D.L-S.
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Born in Guayaquil, Ecuador, 1955
Lives in Los Angeles, California

Although Luis Serrano moved from Ecuador to
Los Angeles when he was ten years old, he has
maintained his connection with his native land by
virtue of regular journeys there over the last nine-
teen years. His fanily in Ecuador has continued to
provide him with a sense of vital community
mermbership, a feeling that was strengthened by a
one-year stay from 1978 to 1979,

Serrano’s art, though it does not show visual
connections to his Ecuadorian heritage, has been
strongly influenced by current Latin American
ideas in literature, especially by such luminaries as
Mario Vargas Llosa, Lezama Lima, and Nicanor
Parra. His pictorial sourees, nonetheless, are firmly
grounded in Western European traditions,

For Serrano, the beauty of being a “"transplamt™
from one society to another lies in the possibility
this allows of pitting attitudes one against another
to create a new hybrid. He is rmost interested in
wiat he sees as the analytical approaeh to life in
the United States, in eontrast to the surreal
approaeh to reality inherent in Eeuaderian exist-
enee. Aceording to Serrane, this deuble vision is
his metivation.

S.H.



Luis Serrano

Born in Guayaquil, Ecuadiar, 1955
Vive en Los Angeles, California

Aunque Luis Serrano se traslado a Los Angeles
cuando tenia diez anaos, ha mantenido sus conexiones
con su tierra natal en virtud de sus viajes regulares a
Ecuador a lo largo de 10s ultimos diecinueve angs. Su
familia del Ecuador le ha venido suministrando un vital
sentido de miembro de esa comunidiad ecuatoriana,
sentimiente que se ha fortalecido por una estadia de
un ano. de 1978 a 1979,

El arte de Serranc, aungue no muestra conexiones
visuales con su herencia ecuatoriana, ha sido fuerte-
mente influido por las actuales ideas lzttimpamericanas
en la literatura, especialmente por figuras como Mario
Vargas Llosa, Carlos Fuentes, Lezama Lima y Nicanor
Parra. Sus propias fuentes pictoricas, no obstante,
estan firmemente cimentadias en tradiciones europeas
oceidentalks.

Para Sefrano, lo bueno de ser un "transplante” de
una sociedad a otra es que este hecho permite la
posibilidad de confromtar actitudes para crear un
nuevo compuesto. Se muestra sumamente interesado
en lo gue el considera la actitud analitica que existe
con respecto ala vida en los Estados Unideos, opuesta a
la actitud surrealista inherente a la vida en el Ecuador.
De acuerdo a Serrano, esta doble vision constituye su
motivacion.

SH
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Luis Semramo

Les mysteres de lamour, 1979
Pioryiic. mixad media on wood

32 x 27 in. (81.7ti x 6B.58 cm)

Photograph by Janice Feligar
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Born in Havana, Cuba, 1944
Lives in Wilmette, lllinois

Paul Sierra has studied at the Art Institute of
Chicago and the Amexrican Academy of Art. He
began his career during the 196053 as a Minimalist
artist. By 1975 his waork had undergone a com-
plete change that was inspired by the Chicago
interest in a revitalized expressionist mode remin-
iscenit of Kirchner. In addition, Siefra began to
inject his own brand ef surrealistimagination into
his subjeet ratter that foeuses on images of
"fadies of the night” with their glaring makeup,
nightelubs with eherus lines, and erbraeing éeu-
ples eaptured by a seduetive exetieism suggestive
of the trepies. Figures are rendered in a stagelike
perspeetive, and the juxtaposition af Fauvist esl-
BF8 eréates an almest irideseent guality. These
soeial dramas represent Euban Right life tém-
pered by §'i%I'_F§’_§ EBRtIRLIRG attraction té Eure-
pean Expressionism:

Nanaissuss, an allusion to classical mythology, is
here depicted as a Latin playboy. Contemplative,
smoking a cigarette, he hovers near a chair that
seems to be floating at a forty-five degree angle
against the flat background. The rectangular pat-
tern of floor and wall is given a diagonal slant,
distorting the normal perspective. Palm trees
thrust outward from behind his head; a smolder-
ing stream of smoke flows down his right arm in
an undulating arabesgue of eross-hatehing that
merges with the fleating ehair. The ehair alse eéan
be seen as an exeotie trepieal flower just epening,

Paul Sierra

Nacido en La Habana. Cuba, 1944
Vive en Wilmeitte, llinois

Paul Sierra ha estudiade en el Art Institute of Chi-
cago y en la American Academy of Art. Comenzo su
carrera durante los anos sesenta como un artista Min-
imalista abstracto. Hacia 1975 Sierra sufrio un cambio
completo y fue inspirado por €l interes propio de
Chicago, por un modo expresionista revitalizado, con
remimscencias de Kirchner. Ademas Sierra comenzo a
inyectar imagination surrealista de su propio cuna en
temas lationameneanos que centran en imagenes de
“damas de la noehe” eon maguillade brillante y noto-
fie, night elubs een constas. y parejas abrazadas,
tBFRaEes 66A UR Seduetor exetisme, sugestive de los
irepiees. Las figuras estan interpretadas 6eR Una pers:
peetiva de eseenarie, y la yuxiapesicion de eslores
Fayvistas erea uRa eualidad easi iridiseente. Estes
dramas secidles reprasentan la neehe subana, suavi-
#3des per sU EBRLIALA aiFaceien per el Eyiesimsne
EUFEPES:

Narcissuss, una alusion a la mitologia clasica, esta
aqui representado como un playboy latino. Fuma un
cigarrillo en un estado contemktive, cerca de una
silla que parece flotar en un angulo de cuarenticinco
grados con respecto al fondo plano. El diseno rectan-
gular del piso y de la pared esta colocado con una
inclination en diagonal que distorsiona la perspectiva
normal. Unas palmeras acometen hacia el exterior
desde atras de la cabeza de la imagen; una lenta
eolurmpa de humofiuye alolargo de su mano derecha
en un arabesco de sombreo ondulante que se funde
€on la silla flotante. Esta puede ser vista tambien ¢omo

82

or perhaps it is an allusion to the strong sexuality
that pervades the mood of the painting.

D.L-S.

una exotica flor tropical abriendese. o quizas. sea una
alusion a la fuerte sexualidad gue abruma el animo de
esta obra.

D.L-S.
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Paul Sierra

Narussuss, 1982

Pastel on paper

24 x 18 in. (60.96 x 46.72 cm.)
Courtesy of the artist




Born in Baranquilla, Colombia, 1953
Lives in Phoenix, Arizona

1 like to capture with the photographic medium
statements made by Man throughout the years
and to show how time and nature have trans-
forrmed them. Building facades are the subject of
my search: they are writing tablets upon which
architectural elements take on a new significance;
they are like letters, or even musical notes, juxta-
posed to begin forming new elements that are
mMundane and yet enrieh eur eénvirenment

ALT

Antonio Tocora’s point of entry into the United
States was New York. There he studied architec-
ture and received his introduction to photography
by way of a required studio course. He was much
affected by the work of Ernest Hass, a New York-
based commmial photographer, who explored
the raw spectrum of color photography in a daring
and direct mammer. Tocora's owhn early studies
were iR black and wihite. Later he moved te Ariz-
ona and shifted his foeus to the fine afts. He
graduated frem the URiversity ef Arizena, where
he was greatly influeneed By his phetegraphy
instruetor, Jaek Stuler. Other signifieant influen-
€8s B8R his develepment have Beer the ReW:
elassie phetegraphs af Mexican villages By
Mamiel Alvarez Brave, MRiisse’'s euteuts, and
Mondran's eeler theery and tree serigs; whieh
reinferced Toe6ra's need te explere the natural
vistal strueture of areRitectural 1andseapes:

Tocora’s photographic series “Notes on visual
passages™ can be viewed at different levels. As

Antonio L. Tocora

Nacido en Baranquilla, Colomibia, 1953

Vive en Phoenix. Arizona

Me gusta atrapar, por medio de la fotografia las
expresioncs hechas por el Hombre a io largo de ios
anos y demostrar como el tiempo y la naturaleza las
han transformado. Las fachadas de edificios eensti-
tuyen el tema de mi busqueda; son tabletas de arcilla
sobre las cuales Ios elementos arguitectomeos toman
un nuevo signRificade; sen come letras, 6 quizas notas
musicales, yuxtapuesias para formar nueves elemen-
tos, mundanos y que aun enriguecen Auestie medio
arnbiente.

ALT

El punto de entrada de Antonio Tocora a los Estados
Unidas fue Nueva York. Alii estudio arquitectura y reci-
bio su introduccion ala fotografia en una clase de taller
obligataria, Le influyo mucho el trabajo de Ernest Hass,
un fotografo comercial neoyorquine, que exploro el
especiro puro de la fotografia en color de una manera
osada y directa. Sus propies primeros estudios los
realize en bianeo y negro. Con posterioridad se tras-
lado a Arizona donde cambio su foco alas thellas @tes.
Segradueen la University ef Arizena, en la quereeibie
una fuerie influeneia de su profeser de fetarafia, Jask
Stuler: Otras iRflueneias netables en su desarrelle han
§ide las ahera elasieas fetegiafias de puables mexiea-
Res 48 Manuel Alvarez Brave, les receries de Matisse y
I8 tesria del esler y Ias serigs de arbBeles de MeRndrian
gue reforzaron Ia necesidad de Toesra de explerar la
gsiryetura natural visual ge les paisajes &qyiestoniess:

La serie fotografica de Tocora "Notes on visual pas-
sages" puedeser vista a diferentes niveles. Como estu-
dios sobre perspectiva arquitectomica, los edificia?

84

studies in architectural perspective, the buildings
can exist as solid geometric sculptures placed in
grid patterns with a strong relationship to sur-
rounding space elements. In another sense they
document Latin Armerican rural environments
wiith their gracefully weathered pueble arehitec-
ture that bridges the distanee between man and
Aature.

D.L-S.

pueden existir como solidas esculturas geometricas,
distribuidos en forma de grilla y manteniendg una
fuerte relacion con los elementos que los rodean. En
otro sentido, esta serie puede ser un documenital del
ambiente rural latmoamencano con su agraciada
arguitectura poblana. desgastada por la intemperie.
arguitectura gue salva la distancia entre hombre y
naturaleza.

D.L-S
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Antonio  Tecora
Caljejondelbaesgy 1932

Coler photography

8-3/4 x 13-1/2 in. (22 23 x 34.29 &m.)
Courtesy of the artist
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Bom in Rio de Janeiro, Brazil, 1943

Lives in New York, New York

Regina Vater's paintings and drawings of the
late 1960s use a figurative language atuned to
that of NounatWe figunration, in which her major
subject was the female body, fragmented, con-
fined, and full of psychological power. Magic(o)-
cean, an event organized in 1970 atabeach in Rio
de Janeiro, indicates a conceptual linguistic
change in her work, from the traditional to the
experimentall. Friends and passersby helped to
eolleet urban-industrial garbage as well as the
organie debris found on the beaeh, and with these
faterials they built an altar te Afre-Brazilian dei-
ties. With time, the eonstruetion was washed
away by the sea. The weork wWas deeumented in
phetegraphs.

Vater's work of the last fifteen years, both in
Brazil and the United States (where she has lived
from 1973 to 1975 and from 1979 to the pres-
ent), includes installations, events, visual poems,
books, mail artworks, collages, photographs, audio-
visuals, films, and videotapes. Two major themes
may be discerned in her production. One alludes
to an introspective search for a psyehological real-
ity wiitthin her daily experience (e.g., Tina Arierica,
197€, a book; Adifce to a Cammpliinir, 1976, a
film-imstallation; Sieepniy Beadty, 1981, a film).
The other theme is anthropological in eharaeter,
With its major seurees in Brazilian pepular eele-
bratiens, espeeially myths (e.4., OxIp guedd
bem temipn, 1978, visual peerms; The Swins of
the Tuwvtle. 1979-1984, a series of drawings and
installations; CelRbAitvn for a GOID Time;

Regina Vater

Nacido en Rio de Janeiro. Brasil. 1943

Vive en Nueva York, Nueva York

Los dibujos y pinturas de Regina Vater de fines de
los anos sesenta se caracterizan por el uso de un
lenguaije figurativo muy de acuerdo con el de la Nou-
velle Figuratiom, en el cual el cuerpo femening es el
tema principal, fragmentad, confinado y lleno de
poder sicologico. Megie{m)teas, evento orgamzado en
1970 en una playa de Rio de Janeiro, indica un cam-
bio conceptual y linguistico en su obra, de lo tradi-
gional alo experimenial. Amigos y personas que pasa-
ban por el lugar ayudaron & juntar la basura urbana
industrial y los residues organicos de la playa, y con
este material eonstruyeron un altar a las deidades
afrebrasilerias. Cen el tiempo, &l mar destruye la con-
strueeien. El trabaje guede deeumentade en fete-
grafias.

Las obras de Vater producidas en los uitimos quince
anos, tanto en Brasil como en los Estados Umdos
{donde vivio desde 1973 hasta 1975 y desde 1979
hasta el presente), incluyen instalaciones, eventos,
poemas visuales, libras, arte postal, collages, fotogra-
fias, audiovisuales, films y cintas de videp. Dos temas
se distinguen en esta produecion. Uno de elles, alude a
una busgueda introspeciiva, de una realidad sicolog-
giea, en su propia experiencia diaria (por ejemple, Tina
Apmeiitgs, 1976, un libre, Adviee to 2 Caterpillar;, 1976,
una instalacion; einematogiiafica y Sleeping Beauly:
1981. un film). El tre terma es de earaeter anirepele-
gieo, 60N suS principats fuentes en las eelebrasienes
pepuiRies brasilenas, espeeialmente en les mites (per
gjemple, Oxala gue ee bem tempe, 1978, peemas
visuales; The Stories of the Tile1 39 R PSR de
dibujes e instalacieres; y Celebratiens; for 3 66©Q)D
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1983, outdoor event in Central Bark, New Yorl.

Comigo ninguam pode is also the name of a
hardy Brazilian plant found there in the doerways
of every building, because it is said to ward off
“the evil eye.” Yet for Vater the plant has another
meaning—like that of the tree of life—in the realm
of cross-cultural symbology. It resumes the se-
quence of birth, growth, death, and rebirth, the
eternal vegetal cycle, embodied in classical mytho-
logy by the dying and reviving gods. Thus Vater's
work is an homage to the life energy of the Brazi-
lian people.

F. B.

Time. 19853, wmeseentoahiasied i ecormed (Ceital FRakice
Nueva York).

Comigm Ninguenm Pode tambien es el nombre de
unaresistente planta tropical, que se halla en las entra-
das de todo tipo de edificios, porque se dice gque
protege a la gente del agja. Sin embargo, para la artista
esta planta tiene otro significado, como el del arbol de
la vida, que conduce al dominio de la simbologia
intercultural. Reanuda lasecuencia del nacimiento, del
grecimiento, dela muertey la vuelia alavida, el stigme
giele vegetal gue en la mitologia clasica esta personifi-
€ade por los dieses gue muercny renacen. Asl pues la
ebra de Vater s un hemenaje a la energia vital del
pueble brasilene.

FB.






Ragina Vater
Camigpo riiguesr? paiige (Nobody ©an Dominate Me), 1984

il x d e
Pioigraph by BillShat




Carlos Almaraz

Burning Dreans, 1984

Oil on canvas

43 x 35 in. (109.22 x 88.9 cm.)

Courtesy of the Janus Gallery, Los Angeles

Carlos Almaraz

The Shootouit!, 1984

Oil on canvas

48 x 36 in. (121.93x91.44 cm))
Collection of Mark Bautzer, Los Angeles

Antonio Alvarez

Sawta Fe Portrait, 1984

Ink on paper

30 x 22 in. (76.2 x 55.88 cm.)
Courtesy of the artist

Antonio Alvarez

The Garden, 1983

Ink on paper

42 x 60 in. (106.68 x 152.4 cm.)
Courtesy of the artist

Antonio Alvarez

The Telephane's Birthday, 1983
Ink on paper

22x 30in. (55.88 x 76.2 cm.)
Courtesy of the Museum of
New Mexico Collections

Antomio Alvarez

Dia de campo, 1982

Ink on paper

20-1/2 x 25-1/2 in. (52.07 x 64.77 cm))
Courtesy of the Alla Gallery, Santa Fe

Works in the Exhibition

Obras en la exposicion

Luis Cruz Azaceta

HomoBRedf, 1983

Acrylic on canvas

96 x 65 in. (243.84 x 165.1 cm.)

Courtesy of the Allan Frumkin Gallery, New York

Luis Cruz Azaceta

Tnawelern, 1983

Acrylic on canvas

66 x 96 in. (167.64 x 243.84 cm.)

Courtesy of the Allan Frumkin Gallery, New York

Marcelo Bonevardi

Project for a Marurmeent, 1983

Mixed media

52-1/2 x 29-1/2 in. (133.35 x 74.93 cm.)
Courtesy of the artist

Marcelo Bonevardi

Jugglers Box, 1983

Mixed media

64-1/2 x 34 in. (163.83 x 86.36 cm.)
Courtesy of Marta M. Bonevardi

Marcelo Bonevardi

Project for a Miagic Box, 1983
Mixed media

75 x 38in. (190.5 x 96.52 cm.)
Courtesy of the artist

Maria Brito-Avellana

Woman Before a Mirar, 1983

Mixed media

78x51 x 70 in, (198,12 x 129.64 x 177.8cm.)
Courtesy of the artist

Eduardo Calderon

Madhw Picchw 81, 1978

Black and white photography
7x110-1/4 in, (17.78 x 26.04 cm.)
Courtesy of the artist

Eduardo Calderon

NMadfus Picchw #2.,1978

Black and white photography
7x110-1 /4 in. (17.78 x 26.04 cm.)
Courtesy of the artist

Eduardo Calderdn

Mathu Picdhw #3.,1978

Black and white photography

7 x 10-1/4 in. (17.78 x 26.04 cm.)
Courtesy of the artist

Eduardo Caldertn

Mathu Picchw #4. 1978

Black and wthite photography

7 x 10-1/4 in. (17.78 x 26.04 cm.)
Courtesy of the artist

Eduardo Calderon

Untitled! #1, 1978

Black and white photography

7 x 10-1/4 in. {(17.78 x 26.04 cm.)
Courtesy of the artist

Eduardo Calderon

Untitled! #2, 1978

Black and white photography
10-1/2x 7 in. (26.67 x 17.78 cm.)
Courtesy of the artist



Eduardo Calderon

Unititiedi #3431 5078

Black and white photography
7x110-1/2 in. (17.78 x 26.67 cm.)
Courtesy of the artist

Luis Camnitzer

From the Uruguayan Tartures, 1982/84

Mixed media installation

12 x 144 x 60 in. {30.48 x 365.76 x 152.4 cm.)
Courtesy of the artist

Papo Colo

Fish Bowl/, 1982

Acrylic on canvas

40 x 60 in. (101.60 x 152.4 cm.)

Courtesy of the Momigue Knowiton Gallery,
New York

Papo Colo

The Great Matlorres, 1982

Acrylic on canvas

72 x 48 in. (182.88 x 121.92 cm.)
Courtesy of the Monique Knowlton Gallery,
New York

Papo Colo
Ameeiizan Enigrea. 30 October 1984
Performance

Papo Colo

Poetry Cloud!, 1984
Installation

Courtesy of Exit Art, New York

Rafael Ferrer

EY gran canitvab 215979

Mixed media on canvas

108 x 84 x 84 in. (274.32 x 213.36

x 213.36 cm.)

Courtesy of the Nancy Hoffman Gallery,
New York

Edgar Franceschi

A Day in the Life, 1982

Acrylic and oil on canvas

65 x 96 in. (165.1 x 243.84 cm.)
Courtesy of the Harm Bouckaert Gallery,
New York

Edgar Franceschi

Saint Cecia, 1983

Acrylic and oil on masonite

68-3/4 x 42 in. (243.38 x 106.68 cm.)
Courtesy of the Harm Bouckaert Gallery,
New York

Luis Frangella

Femalle Tansm. Green,, 19833

Oil on canvas

135 x 108 in. (342.9 x 274.32 cm.)

Courtesy of the Hal Bromm Gallery, New York

Gil de Montes

1st Strexit Evening Rise, 1981

Silver print and oil

49-1/2 x59-1/2in. (125.73 x 151.13 cm.)
Courtesy of the artist

Gil de Montes

Desith of a Bureaworat, 1981

Silver print and oil

40 x47-1/2 in. {(101.6 x 120.65 cm.)
Courtesy of the artist

Gil de Montes

The Weeping Woman, 1984

Mixed media

8x9-3/4 x2in.{20.32 x 34.52 x5.08 cm.)
Collection of David L. Karshmer, Los Angeles

Gil de Montes

Dasith of Romrance, 1984

Mixed media

9-1/2x 12 x2 in. {24.13 x 30.48 x 5.08 cm.)
Courtesy of the Jan Baum Gallery, Los Angeles

Juan Gonzélez

Letter to Veronica, 1983

Pencil and paint on board with cement frame
13-3/4 x 10-3/4in. (34.93 x 27.31 cm.}
Collection of the Museum of Art,

University of Oklahoma, Norman;

Grft of Mr. and Mrs. Jerome Westheimer

Juan Gonzaélez

A la cabeza def bauwtista en Sevita, 1981
Charcoal, gouache, pastel, and conte crayon
on paper

29 x 23 in. (73.66 x 58.42 cm.)

Collection of Mr. and Mrs. Richard Manney,
New York



Juan Gonzalez

Aiftar Phitadelpihia, 1984

Water color and lead pencil on paper

18 x 52 in. (45.72 x 132.08 cm.)
Courtesy of the Nancy Hoffman Gallery,
New York

Alfredo Jaar

Muitfeettand, Miutfetiardd. What Miatier, What
Land?, 1984

Mixed media installation

12 x 20 x 6 ft. (365.46 x 609.6 x 182.88 cm.)
Courtesy of the artist

Leandro Katz

Biack Ntaiia 84, 1984

Pastel, enamel, wood, and metal on paper
28 x39in. (72.12 x 99.06 cm.)

Courtesy of the artist

Leandro Katz

Black Mtaiia #5)51984

Pastel, enamel, wood, and aluminum on paper
28 x39in. (72.12 x 99.06 cm.)

Courtesy of the artist

Leandro Katz

Black NMaréa #6, 1984

Pastel, enamel, board, and wood on paper
28 x39in.(72.12 x 99.06 cm.)

Courtesy of the artist

Carlos Loarca

Los pervos de Papivo XV, 1984
Acrylic on canvas

42 x84 in. (106.68 x 213.36 cm.)
Courtesy of the artist

Armandima Lozano

Bodies Lying, Bodies Covered With Sheets,
Bloody Sheetts, 1983

Mimeography

40 x40 in, (101.6 x 101.6 cm.)

Courtesy of the artist

Armandiina Lozano

Latinamevican Bodies (diptych), 1983
Mimeography

39-3/8 x 55-1/4 in. (99.95 x 140.08 cm.)
Courtesy of the artist

Marilia

Magrea Aura

A musical performance in seven acts
Fisher Gallery, 11 Novemiber 1984
USC Asglier, 17 Novermber 1984

Ana Mendieta

Sanduoran, 1984

Sand and polyurethane resin
60x36x12in.(152.4 x 91.44 x 30.48 cm.)
Courtesy of the artist

Jorge Pardo

Veintiseis, 1977

Colored pencil and acrylic on paper
28x40x 1in. (71.12x101.6 x 2.54 cm.)
Courtesy of the artist

Jorge Pardo

Maiio y Guadiakwpe, 1979

Pen, ink, colored pencil, and acrylic on paper
27x34x 1in, (68.58 x 86.36 x 2.54 cm.)
Courtesy of the artist

90

Liliana Porter

The Reffieaition, 1982

Acrylic, silkscreen, and collage on canvas

64 x 96 in. (162.56 x 243.84 cm.)

Courtesy of Barbara Toll Fine Arts, New York

Ricardo Regazzoni

Avrch, 1984

Fiberglass and gold leaf

157-1/2 x 106-3/8 x 35-1/2 in.
(400 x 270 x 90 cm.)

Courtesy of the artist

Alejandro Romero

Danza noctenma, 1981

Watercolor, pen and ink on arches paper
20 x 30 in. (55.88 x 76.2 cm.)
Courtesy of the artist

Alejandro Romero

Sol. danzante, 1983

Watercolor, pen and ink on arches paper

40 x 60 in. (101.6 x 152.4 cm.)

Courtesy of the Pilsen Neighbots Community
Council, MacDonmald Corporation, and

Jewel Company

Alejandro Romero

Walking in the Rain, 1984
Watercolor on arches paper

40 x 60 in. (101.6x152.4 cm.)
Courtesy of the artist




Luis Serrano

Les mysteres de |'amour, 1979
Acrylic, mixed media on wood
32 x27in.{81.28 x 68.58 cm.)
Courtesy of the artist
Photograph by Janice Felger

Luis Serrano

Unititied/, 1981

Acrylic on paper

60 x 32 in. (152.4 x 81.28 cm.)
Courtesy of the artist

Luis Serrano

Bajo el domiimie de fa espera, 1981
Acrylic on paper

65 x 48 in. (165.1 x 121.92 cm.)
Courtesy of the artist

Paul Sierra

Maittss, 1982

Pastel and acrylic on paper

39 x 27 in. (99.06 x 68.58 cm.)
Courtesy of the artist

Paul Sierra

Nardissus, 1982

Pastel on paper

24 x 18 in. (60.96 x 45.72 cm.)
Courtesy of the artist

Antonio L. Tocora

Guadalajara #4656, 1983

Color photography

8-3/4 x 13-1/2 in. (22.23 x 34.29 cm.)
Courtesy of the artist




Antonio L. Tocora

Zanrora #8766-5363, 1983

Color photography

8-3/4x 13-1/2in. (22.23 x 34.29 cm.)
Courtesy of the artist

Antomnio L. Tocora

Callgon deV besa, 1982

Color photography

8-3/4 x 13-1/2in. (22.23 x 34.29 cm.)
Courtesy of the artist

Antonio L. Tocora

Phoeriix #5209, 1980

Color photography

8-3/4 x13-1/2 in. (22.23 x 34.29 cm.)
Courtesy of the artist

Regina Vater

Comiigo nigeem podie (Nobody Can Dominate
Me), 1984

Installation

Courtesy of the artist
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27 Latin American Artists Living and Werking
in the United States

October 30-Deoamber 15, 1984



AQWIl SPECIMALL EVENTS:

USE Fisher Gallery

November 11,,1984

3:30 p.m.
Harris Hall 101

4:30
Harris Hall 101

5:30-6:00

6:00 p.m.
Fisher Courtyard

The Brazilian
Experience:

Lecture by Mr. Paulo
Carvalho Neto:
Topic: The
Experience of a
Brazilian Writer in
the United States

Lecture by Ms.
Regina Werneck
Topic: The Imfluence
of Brazilian Music in
the United States

Reception

Performance by
Marilia, Magna Aura
(Admission $5.00)

USC Fisher Gallery

November 14, 1984
12:00 moon

Solo Flute Concert,
Karen lLumdgren
(admission: free)

USC Atelier Gallery

November 17, 1984
3:00 p.m.

Santa Monica Place
Community Reom

Musical
performance by
Marilia, entitled

Magna Aura.
(admission: $5.00)




