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DONALD WOODS

Juan Sanchez

In his daily environment, art academia, the halls of the renowned
art school Cooper Union, Juan appears ill at ease. e is brooding—
involved in personal thoughts on what must be personal matters.

Ascending in the elevator, he watches the lights carefully, impatiently.
His U};_-turned head is round; its occipital structure equals its face

and forehead in mass. His hair is nappy at the neck's nape. It grows
naturally sparse and unattended at the forehead where it thins to show
a shiny scalp. His beard wanders around dark lips and chin and up and
around his ears without interruption. It has no designated pattern or
razor designed side burns. It grows at its own discretion; nature deter-
mines its course. He leaves the elevator, directing his massiveness
with ease. His body mimics its head in shape and formation.

As he speaks Juan's pensiveness resolves. The ceep thoughts are re -
vealed; the artist exposes the canvas of his active mind. "I can't deal
with art for art's sake." he states. Juan Sanchez is a painter/photographer
whose works are political in content. His canvases are categorized as
figurative and collagist: cambining photogragraphs, painting, drawing
and the written word. Juan's work aspires to the tasks of consciousness
raising. He elaborates "The work has to relate to a broad group of people
and not cater to an elite sector of the populace, even though that sector
really controls the dissemination of information pertaining to the arts."

The political activism of his art has evolved frecm his life experience.
Born in Brooklyn in the mid- 1950's, Juan grew up in a "welfare family".
He recalls "We went through a lot of heavy changes econcmically." His
visual image making was encouraged and questioned in el harrio.

"What's that?, What's it supposed to be?" were likely responses to Juan's
early studies of shape, color and form.

In 1973, with the onset of formal fine arts training at Cooper Union,
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Juan began incorporating his burgeoning political ideologies into

his paintings. Juan is a New Yorican (a New York born Puerto Rican)

and his involvement in the liberation struggle of Puerto Rico took
precedent over all of the political movements of that era. His concept
in creating works relative to that struggle is that the works educate his
people culturally, historically and politically. His vaintings include
quotations fram fellow Puerto Rican activist and illustrations of the
deaths of others at the hand of the enemy. The ultimate goal of the
movement is the liberation of Puerto Rico fram America's colonial repres-—
sion. Participants in the effort beleive that the United States has milked
the island of its mineral and agricultural wealth under the quise of the
so-called camon wealth. Juan's contribution to the movement have taken

many forms. 5

7

S He has created posters and designed
newspapers that graphically deliver the message "Viva Puerto Rico Libre."
However, Juan's major works are large and striking canvases of many textures

and multiple imagery. In describing the people's response to his work on
the issues , Juan concludes "... I don't have to explain it; I elaborate;
I supply additional information. I'm making a statement. They read it and
it communicates to people that normally don't perceive issues in such a
form because they're bogged down in their daily survival routine."

After Juan earned his Bachelor of Fine Arts degree at Cooper Union,
he explored the world of commercial art. He found work in one of the
city's many color processing laboratories, producing color prints and
dye transfers for a myriad of advertising accounts—from Burger King to
Hustler Magazine. Juan laughingly recalls that 18 month period as his
introduction to adult hood.

With a new sense Of conviction, Juan began graduvate study at Rutgers
University under the tutelage of an outstanding faculty which included
Leon Golub. Juan's study with Golub, whose own works deal with social and
political issues, proved most fruitful. Juan completed his gracuate study,
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a Master of Fine Arts, in 1980. To support himslf as a full-time

artist he sought and won an artist residency at the Henry Street Settlement,
the lower east side cultural center. While participating in exhibitions »
and teaching classes at Henry Street, Juan took a stab at the mualti-faceted
role of curator. "Beyond Aesthetics"--an exhibit of works,by other up-
and-camings, dealing with societal ills--was the result. Henry Street
Gallery's reputation as vanguard for the avante-garde was bolstered and

the "Beyond Aesthetics" show was a tremendous success.

Juan has curated a number of rather successful exhibitions, since
his first triumph. Each show has related to Juan's concept of art with
purpose. "Evidence", an exhibit of photographs by a number of third
world photographers, was mounted at Henry Street Gallery in 1983 and
"Ritual and Rhythm" at the Kenekalaba House, examined the phencmenon of
misic , as it inspires the fine arts.

Juan is expressive and giving in discussions of art and it's relation
to social struggle. Although critics accuse him of pure propagandizing,
Juan forges on. He is relentless in his search for the bridge between his
formalistic aesthetics and strong social comentary. His attributes—
expressiveness, passion and conviction——probably influenced the administra-
tion of Cooper Union in assigning Juan the role of Admissions Officer.

In choosing the students who will attend Cooper, Juan reviews portfolios
interviews candidates and makes reccamendations on admittance. As a

faculty member he is able to influence young artist. Juan makes his students
aware of political art works and movements, like his current passion

for "Arts against Apartheid".

The racist regime of South Africa it being attacked from all sides
including the American arts front. The Foundation for the Commmity of
Artist, of which Juan is a very active member, has develonad an artist
call for a city-wide muilti-site exhibition of artworks with anti-apartheid
themes. Juan is at the forefront of this effort, using his connections .
and experiences as curator to develop exhibit sites and support. He lends
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his energy to yet another cause and explains "...Cur history here

(in the United States) is so relevant to all that goes on in South Africa.
I'm making a solidarity gesture to another oppressed pecple,and at the
same time hoping to influence public opinion in the United States in an
election year."

The ebb and flow of conversation produce many emotional highs. The
artist paints a verbal portrait of his motivations and inspirations. Juan's
passions are his work and the world around him. Injustice, revolution
societal ills and the solutions color both spheres. The ccmplexities
of the world's problems is an enormous: concept to decipher——a large
and intricate canvas to paint. .As the elevator descends, Juan is deep in
thought. He broods. Juan Sanchez,engrossed in personal thoughts on the
whole world's personal matters.
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Art & Artists, February 1983, Page 16

Culture and Survival

A conversation with Juan Sanchez, a paint-
er and curator of the Lower East Side exhi-
bition, RITUAL AND RHYTHM: VIS-
UAL FORCES FOR SURVIVAL, and two
of the participating artists, the Cuban born
painter, Ana Mendieta, and sculptor, Willie
Birch.

By Eva Cockcroft

A&A: Juan, what is the exhibition about?

Juan: This exhibition derived from another
show that I did earlier this year titlad
BEYOND AESTHETICS: ART OF NE-
CESSITY BY ARTISTS OF CONSCI-
ENCE, a collection of works by artists com-
mitted to making strong political statements
about the atrocities taking place not only in
the United States but around the world.
BEYOND AESTHETICS emphasized the
negative side of humanity—man doing
wrong to other men. In terms of peoples”

A&ZA: When | looked at the show, I was
struck by the sophistication of most of i

work in terms of aesthetics and the main-

to the people in the area where it is?
Juam: This society has an unreal emphasis
that culture only pertains to people of a cer-

response the show was
but, I realized that I was bringing out only
Sk of Seonle auil

the negative or i
hadn't touched upon the question of how
people survive.

That's where RITUAL AND RHYTHM:
VISUAL FORCES FOR SURVIVAL
comes in. How do people continue to exist
throughout the many years of oppression?
For RITUAL AND RHYTHM, I decided to
invite a number of artists working in dif-
ferent media and coming from a variety of
ethnic backgrounds. I asked each of them to
create a piece that dealt with culture, reli-
gion, language or customs in terms of how
people survive all of the negative confronta-
tions that they have to deal with on a daily
basis.

A&A: Not very long ago, | read some essays
by the African thinker, Amilcar Cabral, in
which he talks about culture as being in
some sense the vanguard of revolutionary
activity. According to Cabral, the domina-
tion of a people can only be maintained
through the permanent and organized re-
pression of the cultural life of the people
concerned. That makes the retrieval of the
old and development of a new culture an im-
portant element in the struggle against col-
onialism and imperialism.

Ana: | think that’s absolutely true. Case in
point, I just got back from New Mexico a
few days ago, and that is exactly what has
been done to alot of the North American lo-
dians like the Pueblo Indians in the South-
west. In order to be controlled and manipu-
lated, their culture was destroyed. That way
the people become powerless. This is a very
important issue to have clear in all of our
minds.

‘Willie: For myself, [ like to feel that if you
don’t know your culture, then its very dif-
ficult for you to like yourself. As an artist, |
find that what is important is expressing my
culture in a way that enables other people
see it and be able 1o get into themseives and
love what they come out. There is always a
cultural impetus in my work. That is a force
that people can rally around and relate to
during hard times.

talking
about? Are we talking about the kind of so-
cial information that is irrelevant (o the ma-
Jority of people and only relevant to a few?
Asa: | have to disagree. It’s a confused issue
to talk about content. It is one thing to have
figurative art or pseudo expressionistic art
—but for me, | judge s work of art from the
gut. That work is gutiess. it may have an im-
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age that is expressionistic or whatever, but
it's superficial. There’s nothing behind it
because we're living in a sterilized, dehu-
manized society. i

I've been told that in English to speak
about humanism carries a bad taste, at least
as far as the philosophers are concerned. 1
guess, because “‘the Humanists" were not
really humanist. But I do believe in human
beings and I consider myself a humanist.
That means that my work deals with thé
conditions of myself and other people.
Juan: The point of the matter is that artists
who are really creating art from a gut leve!
and not superficially—whether overtly po-
litical, cultural, or subliminally political—is
that we try our darndest to make our work
transcend. It transcends to a level of univer-
sal ideals that surpasses what's being ac-
cepted in the mainstream art world.
Mainstream art is really tailormade desi
for an immediate need or moment of accept-
ance. In our case we're going against the
ggrain. Not only do we give them a little bit of
‘what they want, but we always go beyond
that—and they don't want that beyond.

beyond anything. I do it because that’s what
1 feel and however it comes out it comes out.
People tell me it comes out different from
what the mainstream likes, but I'm not con-
sciously trying to make art that goes against
any system.

Jusn: What | mean is that in terms of our
particular needs—which are somewhat re-
flective of the needs of the majority—third
world people, low income families and so
on—we’re really contributing to and fulfill-
ing that necessity which is not part of the 2 e —
necessity of a bourgeois society. That's what scill the same thing. ALl I'm doing s connect-
1 meant by against the grain.

Ana: That reminds me of a statement by a there

friend of mine that “the art that is being

made today is about the suffering of the

bourgeoisie.””

A&A: | have a problem connecting what |

saw (o the idea of visual forces for survival. I

saw some very beautiful pieces of art, but—

Ana: Beauty is exactly what helps us to sur-

m&m.ﬁ" &'2‘:: ofmu:Ixylr:::: i L sk and took place from October 17 to
cal art. Now who's going to save our soul Y, 5 November 21, 1982. There is a catalog
and our spirit. You need beauty in the world : - a

if you are going to survive. :

A&A: O K. | don’t want to put down beau- . © Eva Cockcroft
ty. But I want 1o go beyond that to the ques-
tion of whether emphasizing ritual and myth
is really a force for survival or a step back-
ward.

Jusn: There is a statement that Maicolm X
once made about cutting off the branches
and even the roots of a tree. You end up
with a tree trunk which, like a human torso,
does not have any information about what
kind of a tree it is or where its roots really
come from. It is as if you were floating in
midair with no information about your past,
or your present, and more than likely,

;

E

world. We are giving them that
that they have lost or has been taken away
from them. It's like going backward to get
to the roots and giving it an incredible thrust
into the futare.

Willie: | don't believe that culture has ever

i
1700
ik
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*“Mi Madre, " by Juan Sanchez

VISUAL ARTS

The outrage
of the artist

By Lucy R. Lippard

About 13 years ago, antiwar
activist Ron Wolin and I asked
a number of artists we respected
to design posters opposing the
Vietnam war. The artists, many
of whom were downright fam-
ous, took the idea seriously. But
the results, while often decora-
tive and/or clever, were disap-
pointing. At the time I didn't
understand why, or what we
were demanding.

I’'ve since realized it takes
years to develop a formally ef-
fective way to express social out-
rage, and there are few models,
since activist art isn't exactly
taught in schools. You can’t Jus
drop in and make a good opposi-
tional artwork, no matter how
good you are. It’s a highly spe-
cialized task, like the develop-
ment of any other art form. And
you’ve got to find time and ener-

.8y for political organizing and
education, because in this field,
to be out of touch is to be out of
steam.

Moreover, *“‘political art”’ has
never been defined and is still in
its infant stages. Many still labor
under the delusion that it is a
creature of the left, that estab-
hshmenurhn neutrality is not

" Others see no mid-
dle-g‘ound between propaganda
and prettifying. Now and then
the artworld tolerance for *“poli-
tical art” expands a bit and top-
icality briefly becomes popular,
because of pressures from the
outside world. At the same time,
alas, the term itseif veers toward

1 can recall two such
1968 and 1975—and now we
seem to be into another one. The
time seems ripe to air a few relat-
ed issues, to avoid divisiveness
and also to sharpen our analyses
as we approach the inevitable
peak of attention during the nu-
clear freeze campaign.

1 have mixed feelings about
this phenomenon. On the one
hand, I'd like (ideally) all artists
to be socially responsible people,

share of the too-small pie re-
served for “‘political art,” espe-

- cially when the newcomers’ pol-

itics are naive, nonexistent or
even hostile to the left. And on
the third hand, nobody wants to
discourage anyone Irom joining

only with guilt but also with
honesty and a certain pragmat-
ism.

In the mid-"70s there was a
tendency among progressive art
groups to criticize everyone who
wasn't correcter than correct.
Since nobody knew what that
was, everybody got criticized,
severely limiting the possibility
for any strong theory or praxis
to emerge before it got shot
down. If you ventured into the
art world to educate and to make

The present political situation
is sending socially-conscious
artists into the streets.

But it’s driving them back
into their studios as well.

A
whatever their art is. I'd like a
healthy portion of them to be in-
volved in both professional and
grassroots productions that deal
with specific issues and work dir-
ectly with activist groups. On
that hand, I'm really happy to
see more and more visual artists
jumping on the anti-Reagan and
pro-disarmament bandwagon,
because the support is always
great to have and I know from
that a few will
stay with us for the long haul,

once the band stops playing.
On the other hand, it can be
hard for those who have worked
steadily for years to watch new-
comers (a few of them dilettantes
and opportunists) get a modest

your alternatives visible, some-
body would say you’d been as-
similated, ripped off or sold out.
If you stayed in your studio and
worked because it had become

important to prove that the left
had“quhxy"lw.thndwaud
your energies from collective
work and somebody said you'd
opted out.

There has also been a tendency
to cry Stalinist at anyone who
has done their homework and
tried to develop a political analy-
sis of their own. Then there's the
avant-garde anarchism that
holds out for the “‘freedom"” of
art to be caring, but

_ There are also cries of career-

ism and jon, in which
me most difficult of our contra-
dictions are exposed. One kind
of co-optation is when you or
your work get used by the domi-
nant culture differently than you
had intended, or it gets neutral-
ized by the wrong context. But
as Jerry Kearns has pointed out,
there’s another, perhaps more
lethal kind of co-optation—
when you censor yourself be-
cause of fear, defeatism or rage,
when you let go of the notions
of benuty. scale, complexity and
visionary grandeur, when you
get backed up against the copy-
ing machine forever. It's not
easy to figure out one’s individ-
ual options between the extremes
—total immersion in the queasy
ethics of the art commodity sys-
tem or furious rejection of all it
stands for, which can lead to the
wrong noses getting cut off to
spite the wrong faces.

from more of a distance—always
bearing in mind that the two are
often made by the same artists
for different contexts. With a lit-
tle luck, all this activity will also
defuse the terror many artworld
artists have of being ‘‘used’” by
the left, and reveal the ways or-
ders from the right somehow es-
cape this onus.

I've seen a batch of “politi-
cal” shows in the last month or
two, some in unexpected places.
When 1 expressed frustration
with their unevenness, a friend
pointed out that most of the high
art we see in galleries represents
a year’s or several years' work.
““Timely"" shows, on the other
hand, are reactive; they have to
tackle one issue after another—a
scattershot technique partially
forced on us by previous invisi-
bility and lack of support or
communication.

This leaves little time to ana-
lyze and comprehend form and
content when the content, at
least, keeps changing. But the

seen since the invasion of Cam-
bodia sparked the intense, if
short-lived, Art Strike. Our
image-makers—grassroots and
avant-garde—are once again

ed from any structures formed
with an eye to change.
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ediacy lacking
in much “high art.”” Few pro-
gressive artists have been able to
put all their energy into develop-
ment of a formal vocabulary for
political analysis, and fewer still
have mnot frequently dropped
their individual research to sup-
port this or that demo, issue or
theme show. At the social core
of the contradictions, progres-
sive artists work is in the rela-
tionship between individual and
collective artmaking. At the es-
thetic core is the relationship be-
tween form and politics.

Both in the galieries and in the
streets, we are seeing a lot of
skulls, bombs, missiles, sugges-
tions for Raygun control, bloody
dollar signs and TMI reactors,
top hats and rags, peasants and
generals, mutants and mush-
rooms, flames and fists. Ex-
tremes. I'm not making fun of
these images. As emblems they
can be used with force and dir-
ectness, sometimes with subtlety
and freshness. June 12th proved
that. What finally counts,
though, is how deeply they
reach, whether they are merely
provocative or provoke thought
and action as well

Clarity and extremes.

The art on June 12 had three

basic mandates: to make people

terrified of nuclear war, not 10

make people feel helpless before

their terror, and to help them
d its roots in

mcypema‘vemeﬂriuumdnd
—the vital cords of non-inter-
vention, anti-racism and sexism,
redirection of funds to social
needs and unilateral U.S. dis-
armament.

At one point during the June
12th evaluation, someone sum-
mednpmemptwwudlm

and
what image to make, where and
hovbuxwduphyn.mdwhy

N THESE TIMES JULY 28-AUG. 10, W2 71

artist's name. It turned out to be  sciousness,

Peter Gourfain, whose abstract

sculpture 1'd admired since the

mid-"60s. In May he had a show

at the MOA Gallery in New York.
In the drawings and raucous

clay reliefs shown there, and in

medmhnmwbuﬂr' anesque

lion lndibecovlkd-lofﬂdl-

Puppet at June 12 disarmament rally, New York

ble frieze of wild-eyed ‘‘Roman-
esque’’ heads in profile, toothy

_you made it. The answer to this
hnpnnq-n‘tbenmply.lnm-

and foreign policy, or state ter-
rorism. Clearly you can’t reach
out to a million peopie, no mat-
ter how brilliant your talents and
good your intentions, unless you
know what you think about the

evening of slides and discussion
to evaluate the visual contribu-
tions to June 12—there were sev-
eral passionate pleas for political
clarity as well as esthetic integri-
ty.‘l'heismeol‘words(my‘!hcv
many?) in visual art came up, as
it always does. For instance, one
woman raised the interesting
problem of cross-rhetoric, such
umep‘nllehbawmlhelnn-
war **Choose Life’” and the anti-
abortion *‘Pro-Life” slogans.

If there’s a plethora of ex-
tremes—of victims and enemies
—mapposmon-lm.luno(m
artists’ fault. The art isn’t going
tolobeyondlhepolma just as
on an individual basis it can’t §o
beyond the artist’s own polmu
For this reason, the compromis-
ed notion of a nuclear freeze
looh cool lonnmwhouhber~

edtop 1 had to express
my outrage, | had a good idea, it
sounded like a challenge, it was
okay to visit but I wouldn't want
to live there. Complex and effec-
tive activist m evolves,

o deep-seated
political convwﬁon. usually
rooted in one’s own life-exper-

ience.

Take the work of Juan San-
chez, seen in May at the Intar
Latin American Gallery. San-
chez’ art is so much more effec-
tive than most not only because
he is a damn good painter, but
also because of his passionate
to the cause of Puerto Rican in-

. He skillfully fuses
experimental oil-painting tech-
niques, which he uses as a frame
or background with an inventive
span of patterns, colors, images
and words, with more urgent
street mediums through his own
photos. He integrates photo-
graphs, graffiti, slogans, col-
laged leaflets, a drawing by his

activists (many of them women)
and archeological motifs from
the Taino Indians. Each painting
represents and communicates an

entire culture as well as a direct-

The art isn’t going to
go beyond the politics,
Jjust as on an individual
basis it can’t go beyond
the artist’s own politics.

ject. This in turn combats taboos
but can be depressing, because
we work in a context in which
form dominates and content
continues to be submerged. It is
therefore exhilarating to find art-
ists who are getting it all togeth-
er, usually after long, hard work
both in and out of both art and
w“w‘ domains.

Ferocious impatience.

A year ago, a friend showed me
d;d-ofnhnuhc'dptmo-

" are fused
wnhlnww!wbhwlhﬁ
powerful alienation of a few
“New Wave'’ artists.

1 don’t know if Gourfain calls
himself a Marxist, but he is cer-
tainly a materialist in the grand-
est sense. His use of the Roman-
esque style reminds us how an-
cient the struggle is. His figures
convey The People without re-
sorting to proletarian cliches.
They tug and haul at each other,
upside down and rightside up,
entwined in desperate contact,
never at rest, humanity caught in
serpentine  human-made coils.
Some seem to be giving and
some taking away, some build-
ing and some betraying. Con-
sumption competes with com-

keeping them in the infantile pat-
tefn of unfocused anger and de-

vhnuusdoﬁmmb\uthc
mppoum.fml.h:momhlof
Gourfain’s

s protagouists.
In his banners, in his monu-
mental terracotta relief doors
ting the Kent State

felt a kind of visual gag nﬂa
Gourfain’s subject matter

ures divided by a river of knife-
like flames. He didn’t know the

murders, and in the giant Round-
about, a 9x22-foot wooden
tower depicting a whole history
of political struggle...in all of
these, Gourfain does what left
artists are supposed to do. He
makes our dissatisfaction tangi-
ble and urges us on to criticism
and resistance. His subjects are
often not explicit, and his icon-
ography is often ambiguous. His
art is straining at its bonds, try-
ing to do what art can’t do yet.

A silkscreen in the show—
brasher than the drawings—does
include words. It says ‘‘Much
has been said. Now much must
be done.” | |
Lucy R. Lippard writes frequent-
ly on art and politics in The Vil-
lage Voice. She excerpted this ar-
ticle from a series that appeared
there in May and June.
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clinchard udrian nedson romitez maria
dominguez elizam escvbar myinu buez maria
antonia ordonez nore rudriguez valles jose
alices alina [uciane murgurite  fernade:
analida burgus jose 1osu jose cruz cundelurio
jose morales aristides collazo ines uponte
ubnel rodrigucz juan sunchez entonio cortes
teo freytes lourdes sonchez haydee landing
gordon denis mario rivere gilberto hernande:
manuel hernandez acevedo rafael tufino
carmelo sobrino fernundo sulicrup americo
casiano [uis ulonsv jorge soto sanchez curlos
osorw felipe colon culun curlos ruquel riveru
jorye Luis rodriguez ricky flores papo colo

one of the pillars of
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A Tradition, A Necessity

“A people who free themselves from | By JUAN SANCHEZ and RAFAEL COLON MORALES

foreign domination will not be cul-

control over, thus making Puerto Rico a
| truly anomalous society. The people to-

turally free unless, without under- |
estimaling the importance of positive l tribal people Intermingled during these
: !

dicat mantiislan Tha nanlant and loalatinn

The artist, like the writer, has the obligation
to be of use; his paintings must be a book that
teaches; it must serve to better the human con-
dition; it must castigate evil and exalt virture,
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development which led to the shaping of i
the Puerto Rican nation. Some of the
visual archetypes which may be sald to
still have a hold on the Puerto Rican im-
agination, as well as being unique con- |
tributions to world culture, are: the |
Cemi, the Dujo and the stone collars. |
The folklore, myths and legends aiso |
had a life which prolonged itself for |
many centuries even after the genocide
which followed the European invasion. It
must be pointed out that Spain, aﬂer;
draining the island of its gold and other |
mineral riches, converted It Into a |
military outpost to defend the com-
merce and loot from the American conti- |
nent. The rest of the island was left to |
fend for itself. Runaway slaves (Black |
slavery was brought to Puerto Rico at |
the time) and Spanish outcasts, (Jews,
Moors, and deserters) and the remaining

have achleved this distinction. He was
s el Lot o

| day have little access to their past, a
blurred understanding of thelr present,

LA

AVANZADA ESTETICA POR LA LIBERACION NACIONAL

cultural” workers ana e p ca
vanguard. Their energies have been ex-
pended In separate directions and at
times, even at cross purposes. Rea
cooperation between cullural and
political leadership calls for a clear and
sophisticated theoretical understan
ding, and joint, practical activities in the
education of the people.

rumuerto Rican history has doc-
»~ umented events which in today's
Ly mainstream art world would be
labeled as “art pertarmarces.” These
are artistic events in which invitatior
cards were not sent out for people to
come and see. These events derive from
rituals that goes as tar back as Taino
African cuiture. in 1928, Don Pedro
2u Campos, leader of the Puerto
1 Nationalist Party, brought a szed
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‘Puerto Rican Nationalist Art: A ~.story,
A Tradition, A Necessity

“A people who free themselves from
foreign domination will not be cul-
turally free unless, without under-
estimating the importance of positivi
contrib from the opp i)
Culture and other cultures, they
return 10 the upward paths of their
own culture. The latter is nourished
by the living reality of the environ-
ment and rejects harmful influences
as much as any kind of subjection to
foreign cultures. We see therefore
that it imperialist domination has the
vital need to practice cultural oppres-
sion, national liberation is necessari-
lyan act of culture.”

Amilcar Cabral
National Liberation of Guinea Bissau
from French Colonialism

Thefe have already been numerous

attempts to present Puerto Rican

culture in all its intrinsic purity as
a supra-social phenomenom
corresponding only to the interpretation
of authors who are not committed to the
independence of the Island. At present,
our culture has taken on an artificial
autonomy, assuming a definition of the
colonial class struggle of Puerto Rican
Nationalism; and anti-imperialist op-
position toward colonialism as a mere
resistance to North American culture.
As a result of cultural genocide, a
critical reaffirmation of what Puerto
Ricam Nationalism is has to serve the
people through cultural expressions
that have strong relationships and act
as a base for the Puerto Rican struggle
for class, culture, and national libera-
tion,

The Catholic, Indian and African in-
fluence, with Spanish culture serving as
the superstructure, are the embodiment
of the whole in Puerto Rican culture that
nas been most recently recognized and
cherished. The importance of these in-
fluences withing the present reality have
resulted from the development of our
historical past, therefore, making these
elements far too important to be omit-
ted. The people's awareness of the value
of these elements can be recognized as
Nationalism. Puerto Rican national
culture can be attributed to the
geographic area of an island, small in
size, but strategically situated in rela-
tionship to Europe, Africa and the
American continent. It has been a focal
point in which the movement of people
within and away from the Caribbean has
always demonstrated strong national-
istic ties even before European col-
onialism, when the island was first
known to the Indians as Boriken.

When the Spaniards came to the
island, a struggle was already taking
place between the tribes inhabiting the
island. The Spaniards used this struggle
to assert themselves in order to facil-
itate the subjugation of the island. From
the native people of Boriken, we have a
vast cultural output which constitutes
one of the pillars of subsequent cultural
development which led to the shaping of
the Puerto Rican nation. Some of the
visual archetypes which may be said to
still have a hold on the Puerto Rican im-
agination, as well as being unique con-
tributions to world culture, are: the
Cemi, the Dujo and the stone collars,
The folklore, myths and legends also
had a life which prolonged itself for
many centuries even after the genocide
which followed the European invasion. It
must be pointed out that Spain, after
draining the island of its gold and other
mineral riches, converted It into a
military outpost to defend the com-
merce and loot from the American conti-
nent. The rest of the island was left to |
fend for itself. Runaway slaves (Black

By JUAN SANCHEZ and

RAFAEL COLON MORALES

tribal people intermingled during these
first centuries. The neglect and Isolation
offorded to them by the Spanlards per-
mitted the formulation of what was to
become the core of Puerto Rican na.
tional culture.

Puerto Rican art has its sophisticated
expressions in the art of Jose
Campeche (1751-1809) and Francisco
Oller (1833-1919) followed by other ar-
tists like Carlos Raquel Rivera, Jose R.
Alicea, Rafael Tufino and Olga Albizu.
Jose Campeche was the first painter
recognized In the history of Puerto Rico.
He was an artist of African descent who
had achieved recognition and fame In
his lite time. The Student, painted by
Francisco Oller, the great impressionist,
along with paintings by Cezanne, Van
Gogh, Renoir, Manet and Pissarro,
hangs in the Louvre In Paris. Oller, a
Puerto Rican, along with Whistler, are
the only two American painters who

slavery was brought to Puerto Rico at |

the time) and Spanish outcasts, (Jews, |
Moors, and deseriers) and the remaining

have achieved this distinction. He was
the only Spanish-speaking artist who
played a part In the French Impres-
slonist Movement. That sophisticated
energy manifested Itself in a more
popular expression In the handicrafts of
the people, especially in the carving of
saints’ figures, vigigantes and In the
weaving of straw hats and hamacas, to
name a few.

Since the time of the North American
Invasion and occupation of the Is!and of
Puerto Rico, the Indigenous culture has
been constantly threatened by the
cultural Impositions of the invaders.
Thelr own culture provided the Istanders
with common understanding and pat-
terns of behavior. This provided
cohesiveness and unity, and for the con-
tinulty of the Island society. The cultural
Impositions of conquest had created a
situation of rapid cultural change in a
direction which Puerto Ricans had no

control over, thus making Puerto Rico a
truly anomalous soclety. The people to-
day have little access to their past, a
blurred understanding of thelr present,
and no directions for the future. “Ameri-
clanizatlon” assumes the appearance of
an existential universality in everyday
Puerto Rican life. The result of this
creates a very desperate, almost
catastrophic vision of the future of Puer-
to Rican culture, reflecting a sense of
Impotence and defenselessness in the
face of an lIrreversable, unalterable
process- the “‘Americanization” of Puer-
to Ricans. Since the American occupa-
tion, Increases in suicide, divorce,
physiological and psychological iliness,
alcoholism, drug addiction, delinquen-
cy, and theft have made Puerto Rico a
showcase of colonialism to the world. In
the first decades, Christmas celebra-
tlons had become a business enterprise.
The Three Kings have reached the land
of no return, and Santa Claus has aban-
doned his cold, lonely home at the North
Pole for the warmth and congeniality of
the tropics. As in North- America, expen-
sive cards and gifts are the present sym-
baols of Christmas In Puerto Rico.
Asserting the impression that Puerto
Ricans do not have a culture creates a
condition that will not permit us to go
very far. That assertion is in our school-
ing (on the island as well as in the
metropolis) 1o presuppose the im-
possibility of linking the cultural
; aspects of class struggle to the

. | economic and political struggle.

| The concept of Puerto Rican na-
tionalism Is not the aspiration or the
driving force of the Puerto Rican bour-
geoisie. In present day Puerto Rico, the
local bourgecisie is not only not na-
tional, but its political and cultural pro-
jections are clearly anti-national, even
though it masks its position under the
banner of cultural integrity. In the col-
ony, we are not dealing with a bour-
geoisie that rallies the people in defense
of national culture as a way of standing
up to the power of imperialism. On the
contrary, the defense for nationa! In-
tegrity has been used to maintain the
oppressive status quo. It is the existing
metropolis/colony relationship itself
that serves to guarantee the survival of
the contemporary Puerto Rican bour-
geoisie. The local bourgeoisie being no
more than an overseas appendage of the
| North American bourgeoisie; the hierar-
| chy of cultural elements in the colony
| necessarily follows the patterns of that
class which is, ultimately, the real ruling
class- the North American Bourgeoisie.
There Is a pressing need in the
| cultural front in which dual respon-
sibilities of the active cultural workers
and the political vanguard must unite.
For too long in the cultural front, there
has existed a rift between the active
cultural workers and the political
vanguard. Their energies have been ex-
pended in separate directions and at
times, even at cross purposes. Real
cooperation between cultural and
{ political leadership calls for a clear and
sophisticated theoretical understan-
ding, and joint, practical activities in the
education ol the people.

g uerto Rican history has doc-
| . umented events which in today's
Lt mainstream art world would be
labeled as "art pertaupapces.” These
are artistic events in which invitation
cards were not sent out for people to
i come and see These events derive from
rituals that goes as far back as Taino
and African cuiture. In 1928, Don Pedro
Albizu Campos, leader of the Puerto
Rican Nationalist Party, brought a ]
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to Puerto Rico and planted it in the town
of Lares. He picked the seed from the

Tamarind tree, planted since the nine- |

teenth century in the Bolivar Plaza, In
Caracas, Venezuela, to commemorate
the independence of South America.
This became part of an on-going

historical performance in which, Iater‘

on. in celebration of “El Grito de Lares"

the full grown tree became part of a |

monument made out of concrete: an
obelisk, becoming two symbols stan-

ding in the Plaza of La Revolucion. |

Another instance occurred during the in-
surrection of Jayuya in the early 1950's.
The Nationalist Party congregated at
the Blanca Canales farm of the town of
Coabey. They marched down the river
passing an ancient Taino monument

calied ““La Piedra Escrita” (The Written |

Stone). The stone has petroglyphs (a
fanguage of Taino symbols) and is
located in a tribal burial ground, Coabey
Is the legendary land of the dead; a
cemetery of the souls of the aborigines.
That sixteen foot stone, and crossing a
Taino cemetery was part of the action
and performance of an attempt by a
group of Nationalists to leberate the
town of Jayuya from the U.S. govern-

ment through revolution. An even more |
dramatic event took place in the Ponce !

Massacre, in 1937, In which President
Roosevelt ordered through the governor
of Puerto Rico, General Winhip, to halt a
peaceful parade by whatever means
most effective. Semi-militarized police,
armed with machine guns, wounded and
killed over 200 persons at the parade

which was sponsored by the Puerto |

Rican Nationalist Party on Palm Suaday

3 Nat it oy

rain of bullets and wrote on a concrete
wall with his own bloodied finger, “Viva
La Republica! Abajo Los Asesinos!",
minutes before he died.

The energy existent in the Puerto
Rican community pertaining to music,
dance, theatre and the visual arts are
outstanding examples of cultural diver-
sity. Yes most of these cultural ex-
amples do not really constitute the
whole cuiture, nor even its most essen-
tial core. On many levels these artistic
outputs, today, being by necessity at-
tached to the established cultural ap-
paratus, really only serve to distort the
day to day social interaction of Puerto
Ricans and other workers which is the
real locus of cuitural experience. The
emotional and intellectual Impact of
generational conflict, the availability of
new technology, the breakdown of fami-
ly and religious customs and the op-
pressive realily of urban life necessarily
olude the articulated cultural expres-
sion,

There is a nead in cultural theory and
criticism to probe deeper into the social
basis of our culture. By drawing from
everyday cullural experiences, we may
recognize more clearly the working
class contours of our culture. Only in
this manner can we be able to set
distinctive national features, which
seem to loom so0 well and definitively In-
to perspective, the broader historical
movement of the people. Such an ap-
proach can destroy the powerful cur-
rents and profound implications, as well
as the ominous dangers of a multi-
national cultural situation in a im-
rerialist coc

' { the Iedinn of

the only recourse for Puerto Rican ar-
tists like Elizam Escobar, a Puerto Rican
prisoner of war who has gone beyond
his paint brushes and has taken arms
against North American imperialism;
Taller Boricua, a collective of
community-involved artists which deals
with Afro-Jibaro-Taino aesthetics;
Carlos Raquel Rivera, Carlos Irizarry,
Marina Guitierrez, Vilma Maldonado
Reyes, Lorenzo Homar and Myrna Baez,
among others, who create art that deals
with the basis of Puerto Rican reality,
past and present. These artists reflect
the momentous historical events of past
generations: dismemberment of the col-
ony with the migration of masses of its
people as wage-laborers, and the growth
and development of the new community
in a radically different economic,
political and cultural circumstance.

New York City has proven to be good
grounds for the radicalization of Puerto
Rican youths. The Puerto Rican Young
Lords Party, a revolutionary organiza-
tion originating in Chicago and formed
in New York City in the summer of 1969
(and whose influence rapidly spread to
Puerto Rican communities throughout
this country and the island) is proof of
that concern toward the social,
economic and political realities of our
community with a movement towards
militant activism.

This concern has resulted in the
spread of Puerto Rican art supporting
the ideals of independence into the
streets. There is no better example of liv-
ing art history today than that of a
mural. Murals all over New York City, on
the Lower East Side, El Barrio, Los
Sures, El Bronx and Brooklyn, particular-
ly those designed by Alfredo Hernandez,
Manny Vega, and Victor Collazo, are
gifts of love from the artist. It is one of
the most affecting visual performances
than an artist of the community can give
to his people. Artists like the Mexican
muralists Siquieros, Rivera, Orozco and
the revolutionary murals and posters of
Cuba, Nicaragua, and the rest of Latin
American and South Africa have had a
direct affect and influence on the Puerto
Rican artist. This results in strong
revolutionary ideology with cultural,
religious and historical references to the
past and present. The muralist in an ur-
ban environment always encounters a
sense of personal elation at seeing a
product through from beginning to end
while mingling and exchanging reac-
tions and ideas with the people. The in-
terrelationship with the community is
encouraging. It becomes a daily event
during the procession of the mural.
Homemade cakes, “arroz con polio,”
and other hispanic dishes circulate
around the artists at work. The people
recognize what the mural illustrates;
events and symbols that are reflective of
their heritage and pride; the whole activi-
ty is greatly appreciated. These murals,
particularly the ones on Fourth Street
and Avenue C, Delancey and Forsyth
Streets and Rivington and Chrystie
Streets, were created in hopes that they
could open doors for the rest of the
world to realize the Puerto Rican and
other Latinos in terms of culture and
pride against the soclal and political op-
pression and repression that the com-
munity receives on a daily basis. The art
on these walls is one of the very few
weapons that exists against the deaf-
ness of history. It Is a distant cry,
derivative of the slums, rats and roaches
and of ghetto life. Murals are aiternative
forms reacting against a totally closed
system. Street paintings have the added
advantage of being more public and ac-
cessible than the established main-
stream art world because they are out in
the open where anyone who passes by,
regardless of race, class or economic
position may view them. These murals
portray a reality that is far more true to
the reactions of the Puerto Rican work-
ing class than the "reality" existing in
the modernist art world. What people
believe in, think and feel is what is im-
portant and these murals are part of that
raality

point where personal expressions are
everywhere in the city; Puerto Rican
flags, (a reduction of the U.S. flag to one
star and three stripes) is a symbol which
has its own history of oppression since
it was illegal to exhibit, and is spray-
painted on walls, subway trains and sta-
tions, cars, abandoned buildings,
storefronts and clothing. They are the
examples of living consciousness in
forms of grafitti that can be traced and
compared to the Mexican muralist,
generated by similar conditions. Grafitti
is an urban provincial art- almost
anonymous in style but full of cries for
recognition with a need to communicate
in the most illegal manner. There is also
constant activity taking place week after
week. Poster announcing political
rallies or activities layered on top of
other posters creates an interesting tex-
tural surface accompanied by the wear
and tear of time. More inpressive are the
content of these graphics; issues deai-
ing with Puerto Rican independence
with a range of different political lines
and slogans. The whole activity of
pasting a poster right on top of paper-
cluttered walls along with the act of
postering as swiftly as possible, (since it
is an illegal activity and one might get
caught) is an added element that deter-
mines and underlines the risk and impor-
tance of such actions. It is an act
derivative of the expressive and creative
necessity to communicate in the most
public of places. Protest and ideology
are cluttered along with advertisements
for hispanic products, dances, parades
and concerts, within the same context
of Puerto Rican Nationalism. The con-
frontation of layered statements, ges-
tures, colors and textures creates its
own spirituality transcending itself as a
statement that where it is situated is
right where it belongs, within the flow of
the Puerto Rican community. This, of
course, Is totally aimed with the inten-
tion of communication that leads to
education, mobilization and con-
sciousness of the reality surrounding
the Puerto Rican people.

The political ideology, the primary
thrust of intention, is what is brought to
the analytical level of attention. The fu-
sion of modernist trends with the
primary concernfor social change in the
Puerto Rican liberation struggle, pro-
vokes the humanizing dialogue among
the community that will result in the
naming of their world. To "know your
own" is a necessity for a people living in
a hostile society; a society which fails to
acknowledge in its education system
that Puerto Ricans art. The fight to
reveal to the people their own power of
representation is an important aspect of
contemporary artists today.

arlos Raquel Rivera is one of a
&number of artists whose bio-

graphy gives strong clues to the
political/artistic climate existing in the
island for the past three decades and
has influenced and inspired Puerto
Rican artists in New York. Carlos Raque!
Rivera Is essentially a self-taught artist
who is famous for a series of linoleum
cut prints such as the one titled, “la
Massacre de Ponce." It depicts, in
miniature form, the shooting of the Na-
tionalist marchers on Palm Sunday in
front of the siender wooden houses of
Ponce. Gigantically out of proportion, an
American bald eagle overpowers the
scene. The dramatic change in propor-
tion between the eagle overpowers the
scene. The dramatic change in propor-
tion between the eagle and the town
gives the graphic a peculiar spatial ten-
sion. Other titles from the series in-
clude: ""Huracan del Norte" (Hurricane
from the North) and “'Los Elecciones
Coioniales™ (Colonial Elections). Both
graphics have similar styles of versatili-
ty with space and as the titles imply, ex-
hibit strong political awareness. Carlos
Raquel Rivera is also known for his

public act of taking down the North
american flag from the pole of El
Morro’s 'S Marine Base and replacing

man i
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~ ALUET ¢hncounier was petween the ar-
tist and an institutionalized museum in
Puerto Rico. As a result of one of his
paintings being exhibited under a
politically degrading situation, the artist
took the painting off the wall and shred-
ded it to pieces with a small axe. He
then paid back the collector, who had
loaned the work to the museum, the
value of his work. This act was really a
defense of the right of all artists to have
@ say in the exhibition of their work. In
the summer of 1980, a retrospective of
his work was held at El Museo Del Bar-
fio, curated by Jacqueline Biaggi, in
New York City.

Puerto Rican art in New York is quite
urban in experience and attitude, with
the notion of art being a product of
cuiture and culture being the lifestyle of
a peopie which sustains itself with con-
tinuous development of various cultural
influences. This concept in itself in.
volves the very process of art which also
involves the risk of that of Albizy Cam-
pos when it comes to artistic pertor-
mances. Painter and pertorming artist
Carlos Irizarry is that type of artist who,
as a result of such attitudes, now finds
himself in jail. Carlos Irizarry is an artist
who develolped in New York, As early as
1980 he was included in a book portray-
ing Latin American artists. In 1967 he
went to Puerto Rico where he intraduced
technigues in photo silkscreen and plex-
iglass. In 1968. in what might have been
termed a proto-performances, he open-
€0 a gallery on sixty-eighth street near
Park Avenue. He put up a huge sign, call-
ing his gallery “Puerto Rican Arts." A
court trial immediately ensued, in which
the artist was brought to court and
ordered to remove the offending sign,
giving the block association their racist
victory. lilegal art has always been a
forte with Irizarry: a most humorous per-
formance was a time when he streaked
in Calle San Sebastian, in San Juan,
Puerto Rico, running from one end of the
olock to the other. Another performance
dealth with the now-famous “mock-
bomb" stunt. Tying and exposing a take
bomb around this waist, he approached
President Ford who was in Puerto Rico
for a convention. When tried in court, his
defense of this act as being merely a
conceptual art performance brought him
acquittal. The one act after the “mock-
bomb" performance was the one which
presently holds him in a Florida prison.
This resulted from an actual conceptual
performance piece in which he handed
the pilot of a plane a note to call Presi-
dent Carter and ask him to release the
four Puerto Rican Nationalist political
prisoners, in route to Puerto Rico from
New York. The plane.headed back for
J.F.K. Airport where he was arrested.
Even though lIrizarry did not have any
type of weapon on him, he was accused
of hijacking the plane. That act of
August 15, 1979, was, according 1o
Inzarry. a performance which was really
a symbolic attack; an act of conceptual
art to dramatize the colonial status of
Puerto Rico. Interrestingly enough, 1979
was the year when the Puerto Rican Na-
tionalists, Lolita Lebron, Rafael Cancel
Miranca, Irvin Flores and Ocar Coliazo
were released with a pardon from Presi-
dent Carter

The very process of art is a similar
conceplt to painter, scuiptor, and perfor-
ming artist Papo Colo. The only ditfer.
ence s that Colo's performances are
really set up for an audience and are not
risking anything but the performance
Itself. Taking into account his attitude of
crealing no boundaries between medi-
ums and using whatever medium
necessary for the sole purpose of
achieving a philosophical/political
statement, Colo uses the process of art
in his performances that involve and
educate people about issues, culture
and art. The summer of 1977 marked a
particular performance titied Superman
51. The tying of 51 long pieces of wood
onto his body with the intention of run-
ning across the West Side Highway was
a symbolic attempt to challenge impe-
rialist torces that intend 1o make Pysrin

Vv
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« Rico its 51st state. The idealistic search
. and fight for national integrity from
within the belly.of the monster (the West
Side Highway being Uncle Sam) even
when predetermined defeat is at hand, il-
lustrates the frustrating defeat and en-
couraging small victories of his people
and the de-mystifying role of the
herolvillian Superman (imperialism) as a
multi-level attempt at communicating an
issue with both seriousness and humor.

The psychodramatic etching and palin.
tings of Marina Gutierrez, address
similar issues; the ecological threat to
the fishing island of Vieques by the
United States Navy, the assassination
of activist Angel Rodriguez Cristobal
and the social struggle of the Latino
woman in male chauvinist Latin
America. Her figurative mixed media
style and sense of color has a psycho-
logical dream-like silence when the
issues have violent elements. Her por-
trayals tend to lean towards the inter-
nalized subjugation, oppression and
repression of the human character in
relation to the external realities. The
paintings of Vilma Maldonado Reyes
also have a dream:like quality to them.
However, her portraits of Puerto Rican
prisoners of war are more deeply rooted
to the symbolism of Taino references as
ancient warriors whose traditions are
still being carried by people like Dylcia
Pagan, Maria Hayder Torres and Elizam
Escobar with great dignity. Vilma
Maldonado Reyes further humanizes
these present day freedom fighters as
people of conscious sacrifice and

courage. The artists mentioned in this
article are only a few examples of many |
that do not complement the stereo-
typical images of Puerto Ricans and |
Latinos portrayed on television shows |
and in films such as Badge 343 and Fort |

Apache; The Bronx, portraying us as a
jubllant, criminally sick and happy race
of people who are only Into drugs, drink-
ing and “partying and sex.”

“For centuries we have been taught
that we are a small, quiet, insignifi-
cant, shuffling people who cannot
govern ourselves and who are very
happy having outside government
control our lives. We are taught that
revolution Is the work of maniacs and
fanatics and has nothing to do with
nice, doclile spics. Yet we have not
been quiet.”
The Puerto Rican Young Lords Party
New York City, 1970.

ur Puerto Rican history for the

past 400 years has been a history

of continuous struggle and
tragedies as a result of our colonial
state and the need to become and in-
dependent nation. More than one-third
of all Puerto Rican women of child bear-
ing age were sterilized by a program
which the United States government
was instrumental in planning, billed as a
means to combat overpopulation and
unemployment. This continues to be the
highest rate of genocidal sterilization in
the world. On November 11, 1979, Angel
Cristobal, a farmer from Ciales, Puerto
Rico, was assassinated in Tallahasses,
Florida as a political prisoner commit-
ted to the struggle for the independence
of Puerto Rico, particularly the removal
of the U.S. Navy out of Vieques.

The present problem is the intention
of dissolving the Institute of Puerto
Rican Culture, by censuring and mis-
directing the cultural integrity of the
Puerto Rican artist and the closing down
of galleries and museums in the island.
This was brought an influx of artists to
New York. The Institute of Puerto Rican
Culture has a history of presenting art
exhibitions, theatre, multi-media presen-

tations and archeval historical presenta-
tions of the most historical awareness.
The Institute of Puerto Rican Culture is
In the p of being di led while
artists and the general public have
created a united front in defcnse of
cultural nationalism. Artists in protest
abstained from the Puerto Rican
Graphic Biennial at the Institute in 1981,
as an anti-cultural administration which
Is now under the dlleclorsnir of Leticia
del Rosario, nuclear scientist. The ar-

tists put together a counter-exhibition
somewhere else. The exhibition became
a success, In that the artists presented a
common front and set up a show under
their own sponsorship and not under
that of an Imperialist, anti-national
government. The closing of galleries and |
the developing low morale and stan-
dards within the colonial militancy of
the present government is the reaction
against a people moving closer toward
the ideals of freedom. As a result of this,
the reactionary forces become more
blatantly destructive. Cultural genocide
has been a United States policy every
since the lakin? over of the island
around the turn of the century. The worst
aspect of this type of situation is that of
neglect, alienation, powerlessness and
silence. This afflicts most of our people.
Alienation is precisely the one element
linking Puerto Ricans and other working
class people outside of the art world's
elite structure.

Puerto Rican art, particularly that
which supports Puerto Rican indepen-
dence, Is an attempt to reinforce the !
concept that art of revolutionary norms |
can create an institution, outside of |
what already exists, that considers itsel!f
part of a people’s everyday lives. It is an |
attempt to create a movement that;
engages people in reacting-reflecting, |
loving-using, making and incorporanngi
art into their lives, their homes, with an
understanding if themselves. it is a

Loft Tenants:
Your State Representatives
Need to Hear from You Now!

Assemblymen
Paul Viggiano
Shelton Silver
William F. Passannante
Steven Sanders
Mark Siegel
Richard Gottfried
Roger Green
Joseph Ferris

New York State Assembly
Albany, NY 1‘2248

The loft legalization bill is now on the floor of the Senate and in committee
in the Assembly. Public Pressure is urgently needed for the bill to succeed.
Act now to secure your residential rights. Bill numbers: Senate bill #59326;

Assembly bill #12609.
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Senators
Warren Anderson
Manfred Ohrenstein,
John Marchi
Martin Connor
Roy Goodman
Leon Bogues
Vander Beatty

New York State Senate
Albany, NY 12247

r ity to create artistic development
within the Puerto Rican movement,,
educating and helping children and'
adults to know themselves through'
history as they were and as they are
now, arming them with bith the
knowledge and alternatives for a better |
future. Modernist attempts in Puerto!
Rican art elevate consciousness by the
use of materials in an experimental’
fashion to bring forth the peoples'|

-ARTISTS:-
‘DESIGNERS:-
At Last!
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Papers, Drawings, Designs, Photos, Plans, etc.

FLAT

You Can Afford

awareness of who they are. The creativi-
ty and research involved deals with
specific questions. Why is this
knowledge of culture hidden? Where is
one 1o find such information? How has
the painter, the poet, and the musician
exprassed In the past and the present
the roots of our culture and the strug-
gle? How can the artist today educate a
community, absent from its country,
within a system of oppression?

All artists should be familiar with the
Images people create and understand.
Their task is to consciously combat the
forces in this system that try to use
them and make their creative efforts
mere commodities, cutting them off
from the masses. Their work should
realize and support the aspirations,
needs and movements of thousands in-
sofar as the artist remains the primary
source of artistic and cultural expres-
slon. We must face the fact that the
development of North American art has
almost totally ignored the input of its
racial and ethnic minorities. If there is
going to be any representation of didac-
tic art In exhibitions, presentations and
articles, a fair representation of the
Puerto Rican along with the Native
American Indian, the African American,
Asians and other Latinos, must be in-

| cluded. If not, the lack of representation

by Third World artists who deal with the
issues of art and art and politics is to be
taken as an insult to the true values of
art for the sake of humanity. If there is
really truth to the saying that change
does not evolve, that it is sought and
gained through struggle,then that
necessity will continue until the fruits of

| our spirited labor are heard, supression

not withstanding.

Juan Sanchez Is a painter and
photographer presently curating an an
exhibition fo political art titled Beyond
Aesthetics: Art of Necessity by Artists
of Conscience to be shown in the Spring
at the Henry Street Settlement Arts for
Living Center. Rafael Colon Morales is a
painter, teacher and lecturer. He is cur
rently in an exhibition in El Museo del
Barrio dealing with Puerto Rican art and
Taino symbolism and is also an artist in
residence at the Clock Tower, Institute
for Art and Urban Resources.
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PHOTOGRAPHY VIEW

ANDY GRUNDBERG

The Power
To Convince
Has Faded

he entry of photography into museums and gal-
leries has not been without its . Fore-
most among them has been social
w—mma that
deals directly with the human umnngl
Pt s - "

While some efforts have been made to rationalize

tivity within the art arena — the International er of

P in p is d to such &

seum (1100 Fifth Avenue, through 25), and, at the
Henry Street Settlement, 2 group show called *Evidence
featuring 12 photographers committed to the camera as
an agent of social change (468 Grand Street, through July
).

charms, ,mmwwwxm
humneﬁlnnm in public. The older
images, the best of which date from 1840, also have the
great adh of Igia, even in viewers

, & tour-bus guide addresses his
; in

unborn at the time. In

captive audfence through a ; in another, a

newspaper headline shouts '“To Hell With Hitler.” These
v

Lou Stoumen’s “After 35!” (1940)—His older images induce nostalgia.

Lou Stoumen

a number of lesser-known photographers of surprising
merit.

The pictures of Jules Allen, Angel Franco and Gil-
berto Wilson, in particular, suggest that compelling, fos-
tile visual possibilities still remain within the confines of
social Mr. Allen life in an
inner-city boxing gym, Mr. Franco chronicles the crimes

and within the purview of ‘‘Fort Apache,"

the inf: Bronx police p and Mr. Wilson sur-

veys black church life with a directness that makes a viy-

tue of sentimentality. These are hardly new subjects far

tary photography, but the phers mar-

age to make them vivid . However, for all the
of their per of life's tragedi

in an acquired style. This gives the work a
at odds with the spirit of the exhibition.

For all their good intentions, in short, none of the
P 1 have been have as great an
pact as their makers might intend. The unfortunate
is, we can no longer take them at face value. Their
wmmm.mmmm.tomummmm
What's left — for all but the most naive viewers — is styld,
a system of conventionalized depiction that can

1940 pictures seemed fueled by the threat of jvorid war;
Mr. Stounen seems to have felt it necessary to record
texture of a society about to undergo dramatic changes.
His more recent pictures are less intriguing, Y
perhaps because they lack this sense of necessity. To
compare images taken some 40 years apart is an Interest-
ing diversion, which the exhibition encourages by juxta-
posing them — Burger Kings replace Horn and Hardarts,
black faces replace white ones — but it hardly compen-
sates for the lack of excitement in the recent work. These
pictures of the 80's could almost have been taken by a
tourist — which, ing that Mr. forsook
New York for Los Angeles many years ago, he practically
is. Perhaps in 40 more years they will acquire the aura of

nostalgia present in the prewar pictures, but | doubt that

they will have any more immediacy.
L] L3 L]

Miss Goldhill’s 35 black-and-white photographs at the
Jewish Museum are firmly planted in the English docu-
mentary tradition, which finds its recent roots in the early
work of Bill Brandt. They come replete with delightful
wit, trenchant lrony and feature a high-contrast printing
style that is typically British. Within these conventions
the photographer explores the grounds between stereo-
typical Englishness (fox hunts and races at Ascot) and
stereotypical Jewjshness (Kosher butchers and anti-
P.L.0. demonstrdtors). She has photographed assimi-
lated Jews whose heritage can only be guessed at and
those so lated their y cComes as a sur-

/prise. Who wo;ﬂd know for sure, were his picture not pre-

sented in the gbntext of this show, that Jona
was a Jew? D0 the British care? Jodging from of
Miss Goldhiil's portraits, of a-taxi driver flies the
British and Israeli flags from his front seat, distinguish-
ing Jewishness from Britjshness s often o simple mat-

ter. rd
tary problem with “A B
given evidence that Juym

This is the
Portrait”: while we

evoke Just as war photo-
graphs seem invariably to repeat themselves — death in
Cambodia looking much like death on Guadaicanal ~
these pictures begin to look not only like their antecedents
but also like each other. C itly, as Susan

has pointed out, they can dull our capacity for emotionally
responding in critical and, one might hope, socially useful
ways.

This speaks to the point that advocates of Post-Mod-
ernist art have been making, namely that in our image-

exist in Britain, never what is
English about their or what is
Jewish about their shness. Most likely Miss Goldhill
is making a point about thé am! ties that adhere to the

overlap of Jewish and British cultural life, but the ambi-
guities are carried over into the pictures. How would her
picture of men writing a Torah differ if it were taken in
Bmokll y:ll:m“d ot'he London? To the extent that it would be
exactly the same, lentary m of these pic-
/tures 's blurred. docy e "

‘‘Evidence," at the Henry Street Settlement, {s flrmly
planted in the American documentary tradition of Hine,
the Farm Security Administration, the Photo League and

world we no longer have ‘“‘innocent”” responses.
As critic Douglas Crimp has said in the context of nature
photography, “‘the presence that such photographs have
for us is the presence of déja vu.’’ The same hoids true for
many social documentary photographs. Thus the urge of
many younger photographers to recycle and reform exist-
ing imagery — in an attempt to challenge the ennui of our
retinas and the diminution of our responses — begins to
;‘ke sense as a new kind of soctally concerned photogra-
y.

The issue, ultimately, is not so much about documen-

tation as it is about art, a word that most socially commit-

Eugene Smith, although traces of Henri Cartier- s
decisive-moment influence creep in on occasion. The
show is aimed at demonstrating the perseverance of
photography that ‘‘conveys a deep commitment to
humanistic values and concerns,” according to its cura-
tor, Juan Sanchez. The evidence he has assembled, while
not exhaustive of the genre, is substantial. Beside big-
name talents such as Bruce Davidson and Larry Fink,
whose exhibition records are extensive, the show includes

ted photographers would rather leave unuttered. The evi-
dence of ‘“Evidence,” as well as of Mr. Stoumen’s and
Miss Goldhill’s shows, is that what is missing today is not
a wellspring of p and caring d Yy
photographers, but new ways of transferring feelings onto
paper as images. As seen in Mr. Stoumen’s early work, a
sense of urgency may provide the necessary impetus for
invention, but outside of the ctisis atmosphere of Post-
Modernist discourse, that urgency is noticeably lacking. Bl
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“Mujeres Nueve” leaves room for
growth, which says alot for the
emerging Latina struggling to bring
forth her observations as well as
struggling to acquire knowledge. Its
signs. Its stories. The almost natural
way these Latinas leave themselves
open to optimism. That takes alot of
courage.

The exhibit has its moments. It
has its pitfalls and its stirring
awakenings. The print selections
could have been graced with a better
editing job which at times com-
pletely disrupted the flow of the
exhibit's statement. Individual
collections of photographs were not

properly placed. Some took away
from the other. What hampered the
exhibit even more was the apparent
lack of ‘“technical” know how of
some of the women in the group.
Yet, all in all the “ostentatiousness”
of Mujeres Nueve could be better
fulfilled by severe editing and
publication in a major photography
magazine.

Credit is due to Miss Collazo, who
put faith in what she wanted to ac-
complish and saw it through.

This was a “First” for the Puerto
Rican woman in New York, but not
the last.

FRANCISCO REYES Il

JUAN SANCHEZ
PHOTO EXHIBIT
4th STREET GALLERY

The photography of Juan Sanchez
eflects the struggle of a unique in-
dividual and, in a broader context,
hat of the Nuyorican.

A glance around the room im-
ediately tells the viewer who this
rtist is and where he’'s coming
om. Over a third of the
otographs include the flag of
Puerto Rico—waving high above

ees, painted on a basketball hoo|
Or worn as a blouse. Another thlrg
esignation) of parents and their
children, a young couple, a family

united by grief and a series of the ar-
i s_t‘s mother. The rest of these

melancholy pictures are still-lifes:
littered sidewalks, a composition of
velas and santos, and doorways in
the ghetto.

Birthdays and rosarios, demon-
strations in the park and kids
playing in the streets—all of these
rituals and activities are recreated
by Mr. Sanchez' camera with a
disturbing familiarity and an un-
mistakeable Latino sensibility and
sympathy. 5

A friend who accompanied me
complained: ‘“Alright already,
enough with the bandera puer-
torriquena, enough with these sad-
looking people.” Granted, taken
merely as a collection of individual
‘works, the images and emotions in
these photographs appear
repetitious, monotonous and even
exaggerated. But stepping back, the
images fuse, the pathos seems to
lessen, and the viewer is allowed the
panorama of a particular human lan-
dscape: The soul of the Nuyorican.

These photographs disprove
unequivocably the theory that a
work of art embracing a social stan-
ice is merely a tool of propaganda.
always reserved, Sanchez avoids the
obvious and the over-stated. His
.vision of the urban Puerto Rican is
‘not a romantic celebration, nor is an
ear-shattering cry of poverty and
frustration, nor a call to arms. It is
rather a quiet mourning for those lit-
tle deaths the Latino may die each
day as a victim of imperialism and

exploitation.
—AMALIA PENA

Until Dec. 14
420 W 42nd. St.
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Mi Gente

A PHOTO EXHIBITION

Recently photographer Juan Sanchez
had his work displayed at The Cooper
Union Building of Arts and Science at
41 Cooper St. Juan's photos illustrate
specifically where he is coming from.
The emphasis is on culture, to show
realities—"“As It Is"—according to
Juan.

The softness-of the black and white
photographs in this exhibition give
reason to believe why he is so talented.
Initially, these prints were made in
color and transposed to black and white
negatives, giving them brown tones
rather than the usual harsh black and
white tonality. Without a doubt this
technique helps the photos present a
certain spirituality that is very inher-
ent in the Lation experience.

Juan Sanchez is involved in other art
forms. He is a senior at Cooper Union,
majoring in Art. Besides photography,

Review by Doris Elisa Rivera

Find outwhy §
sO many Latin A
Americans ;-

read The

he paints. After showing me his paint-
ings, | was undecided on which form he
controls more. Nevertheless, his
artistic message, whether in painting or
photography, is a realistic view of the
plight of Latinos. It is a strong message
that has impact. Multi-talented and
proud of his work, Juan Sanchez is an
artist that we can expect to hear more
from in the future. We should all be
proud of his work.

- The News! \’\hrld
\‘“Nh\n&“"“‘”‘

News World /
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0 search for a man who once stabbed her.

In Friday’s cast (there are two casts) the
Sandrina was Monique Finney. Her for-
mer attacker was David Kellett. Jane
Franklin_ , , Timothy La-

“Visual Politics” Is
Too Strident

By WILLIAM NABERS

The political commitment of the art-
15t 1s being tested all over town these
days. The current show at the Altema-
tive Museum again raises the question:
Can a work of art have political impact?

The exhibition “Vision Politics”
groups together 12 artists whose work is
dominated to different degrees by politi-
cal metaphor. Yet this is not an aggres-
sive show. Each artist tends to confirm
rather than challenge accepted points of
view, and each does so in a way that is
quite conventional. “Visual Politics”
offers with its audience. The

FIRST PRIZE
SECOND PRIZE

THIRD PRIZE “More Joy of Photography”

show will not provoke or disturb the
viewer, and will not lead him to ques-
tion the politics of aesthetics. Neither
the subject matter nor the form of expres-
sion is radical here. (The current Frank-
lin Furnace installation, which discon-
certingly converts gallery space into a
travel agency, does demand those things
of its audience, for example, and is more
truly political in intent and effect.)

The work in “Visual Politics,” then,
is mainstream. It is appropnate that
Robert Rauschenberg is (next to Lenin|
the most influential image-maker ac-
k ledged in the Al Museum

Peter Waite also shares an interest
in collage, of a more deliberately con-
trolled sort. He has printed maps (in this
case of Detroit and Leningrad) on film
sheets, as if for overhead projection, and
targeted them with concentric circles to
delineate the scope of bomb blasts
There are saucer-like pointers at ground
zero. Two of the prints are colored with
thick, clear pigment, suggesting topo-
graphical maps; two other maps are
overlaid on photographed symbols of
the cities to be destroyed: an equestrian
statue in Leningrad, a factory in Detroit.
Waite’s maps, with their repetitive, de-
scriptive detail, illustrate the spint, if
not the letter, of jonathan Schell’s essays,
The Fate of the Earth.

The photographer Daniel Kazimerski
pairs images less subtly. In his group of
large (30" x40") photographs, plush over-

i ine ads are placed next to
scenes of casual urban destruction: a
beautiful couple in evening clothes lean
on a balustrade in a Martel brandy ad;
the opposite picture shows a colon-
naded public band-shell defaced by graf-
fit1 and punched with holes, revealing a
park beyond. It is curious that Kazi-
merski chooses to defeat his images in
this way. If his photograph was not so

dge
show. Rauschenberg’s use of news-pho-
to collage, infused his prints of the
1960s with instant political import, and
they became emblems of the decade. In
this show, evidence is presented that
Rauschenberg influenced the graphic
design of work as vaned as that of Jose
Morales, Juan Sanchez, and perhaps
even Peter Waite.

Morales paints boxed, blindfolded
profiles, and, in one case, sets these
against a virtual catalog of the military-
industrial complex: a photo of the Na-
tional Guard, and silhouette cutouts of
cash registers, oil derricks, and cor-
porate executives. These “Self-Made
Men" are isolated in an empty ground,
and futher immobilized by lange red ar-

play if it were seen
for 1ts own sake without overt editonal-
1zing—it might be both a striking image
and an effective expression of decay.

This is the stance of too much of the
work in “Visual Politics.” Forced into a
comer by the artist’s statement, the au-
dience is not allowed to think. Again
and again we are instead told how to
react. Ben Sakoguchi’s work, which is
also based on advertising, exists only to
instruct: his orange-crate labels on
small canvases parody the colorful Cal:
fornia style of the oniginals, and trans-
form Americana into altemative prop-
aganda: buy Agent Orange Brand, and
“Defoliate for Democracy.” Skewer the
art market: pair an Ellsworth Kelly pan-
el with the institutionalized elderly,
and claim, Reagan-wise, that “Less 1s
More.”

Less is more in the work of Steve
Miller. That is, the wit 1s not forced, and
in the context of “Visual Politics,” 1s
very good-h . Though Miller

ly
The vivid child-like impasto and graf-
fito flower-faces in which Sanchez often
sets his images suggest domestic secur-
ity gone awry. Poetry and slogans rein-
force the theme: “Puerto Rico es una
Colonia.”

takes on the corporate world—his can-
vases are visual aids for the Reagan era,
with graphs of economic conditions
painted on fabnic or snakeskin—they are
ftunny and effective because each is built
upon a visual pun: the “Liquid Assets”
graph floats on a schematized blue-




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

PAD/ D

TIT.&033

May 19,1982

VASHINGTON MARKET REVIEW.

green ocean; the graph in “Stormy
Wehther” 1s a metallic lightning bolt
slashing across the canvas. Merely by
inviting us to follow through and make
the connection, Miller is more gener-
ous—and in his play between word and
image closer to visual politics—than
many others represented in the show.

The strongest works—which are also
less insistent about their specific politi-
cal content—are those by Randy Lee
White and Despo Magoni. White’s can-
vases are horizon-less landscapes dotted
with Amencan Indians on horseback,
oil wells, the U.S. calvary, and a Ford
pickup. White has a very deft ink line
His meticulously drawn obiects, splat-
tered with Appaloosn ink  pds, e e

of His

borders are sometimes defined by to-
temic crosses or teepees; sometimes the
absence of border 1s noted by a tnangu-
lar slash at the comer of the canvas
White's flat designs straightforwardly
employ native American history and
religion

Despo Magoni’s work is much more
violent. Her large “Hostages Held” 1s
the most powerful image in the show
Enomnous de Koonung-hke
ly exphcit—are tevenshly dmvm on news-

paper collage. The related chalk and
crayon drawings of heads show that Ma-
goni has mastered an expressionist tech-
nique which transforms bone and ten-
don into strong line. Her pencil studies
take a news photo of a Vietnamese child
and flay it down to an anatomical
examination.

"Vuual Polmu" um&imby

pow, and in the large piece, ‘WIutlsTo

Be Drunk?” which dominates the first
pllery In this work by Francesc Torres,
a copy of the Manifesto spins under the
Lenin portrait; under that, a table laden
with rum and vodka is propped up by
French bread and a butter dish. Directly
opposite, at the reception desk, an Al-
ternative Museum placard reads: “We
Need Your Help. Government Cuts Are
Already Affecting Us.”

Now that is visual politics. What is
the bread and butter of non-profit arts
organizations but state support! This
accidental visual confrontation raises
the kind of question one might have ex-
pected of such an exhibition, had it truly
sought to examine how the perception
of our society and of our art are shaped
and manipulated. -

| Music/Pop |

“Altemative”;
N etwork T

port, Conn) and WUSBFM SUNY.

Stony Brook) met to discuss the fonmation

ot a rcgaom! nemoxk that wﬂw
e, “and i

o=

"mnpr&m:nuonaswel]ass«nng

the stage for future broadcast attempts.
To this end, the stations have decided
uponalntelmesunulmxd:smssmsrhe
-of non-commercial 1 an the

hmnt):mmn:mmﬂhavc
in the dis-

A:ussxcn via a ca.ll -in segment that will
immediately follow the produced seg-
mmt.‘l’bcuohumdmmylmmasnl

years
ago when the Federal Communications
Commmussion allocated 20 spots on the FM
dial (88.1-91.9) to unversities, municipal-
tties, school distncts and other non-prafit

signal:
altemnative “free-form” progressive pro-
gramming and a desire to use their posi-
uonmd\cdnlmbetm!hecmnmmuzy

progra it will be- co-produced
(utilizing the best talent of each station)

| I radio often times feel
should begin to dissipate. A poy

Alberta Hunter is at The Cookery on Dec
3 at 8 p.m. airing on WNET/THIRTEEN.

and that will air simultaneously, a move
that will rum a relatively small local aud:-
encein each signal area intoa listenership
that can participate in discussion of issues
throughout the tri-state region.

developments as they are

Trinity Church/St. Paul's Chapel
Welcomes You

« Daily Services:
T

rinity Church - Broadway at Wall Street
Holy Eucharist at 8 am and 12 noon

© MAY 20 - Ascension Day. Festiv

al Eucharist at 12 noon - Guest Preacher:

The Very Rev. David B. Collins. Dean. Cathedral of St. Philip. Atlanta

) St. Paul's
» Sunday Services:

Chapel - Broadway at Fulton Street
Holy Euchanst at 105 p.m

Trinity Church: Holy Euchanist atBa m and 11'15a m
© MAY 30 - Pentecost. 11:15 a.m. Baptism and Confirmation
The RL Rev. J. Stuart Wetmore. Suffragan Bishop of New York
Nursery care is available lrom 945 am to 1'15p m

St. Paul's Chapel: Holy Euchanst at 9 a m

Healing Service at 530 p m

- 1st and 3rd Sundays

Discovery Program in Christian Education on Sundays 10 a.m. - 3 p.m
Other Educational and Community Programs thiough the week phone 285 080
Call us at 285-0800
MW Ciergy Otfices: 74 Trinity Place. New York. NY 10006 4 W

WHY PAY MORE?
Lowest Price in Lower Manhattan

CHINATOWN
RENT-A-CAR, INC.

Daily weekly and monthly rental
Ford, Fairmont, Mustang and Escort
at low, low prices
$29° a day with 100 free miles
Conventently located at
40 Bowery St., 2nd floor—in the heart of
Chinatown

Tel. 964-7122
“weekly rate
Free delvery and pick-up
tor weekend rental.
3 day weekend rental: $99
Weekly rental: $150
Monthly rental: $522

Comprehensive care for women

who work or live downtown

WHERE Your Size
IS ALWAYS
‘A PERFECTFIT.

\LWAYS

We carry Medium and Wide widths

14 MAIDEN LANE

and Nassau

between Broadway
7am-6pm CO7-1320
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By Faith Heller .
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Cultures and Media
The p'ainlings, sculp(ure§ and photbgiéphs' Meets West” consists of four large photo- :
in “Traditions and Modern Configurations” —.. graphs of Japan’s Disney World. In the first
in the Scales Fine Arts Center at Wake Forest - image, a very serious-looking oriental man
University — reflect the traditions'and politi- . - stands next to a smiling and waving Mickey
tcal concerns of the artists’ cultures. . Mouse, and in t‘hLe second, next to a silly-
hile ihrks. : looking ‘chipmunk. In the third picture, the -
} While the works of these 10 conlemporary - ; > ; 3
i- artists are indicative of their particular cul-. {arge_ n];::allsdagcuqr'r:?gq_lg‘f by goo}' ,’f"‘d hm,"' <
| tures, they also display current artistic styles. oY \CK S e o e
. and media, creating powerful juxtapositions of .. InJimmie Durham'’s “Red,” the right side of
910 and new jdeas.- =, W& i g L0 T A , the picture plane is filled with red-related .
Pt Te e sl TS "~ ‘\cords and phrases such as “rouge,” “Russia,”
The two large black-an: photographs * ""Scarlet Letter,” i WL e 2,
Ll : s sl : er,” “scarlet woman” and “red- :
in “From the Labyrinth of Life Series,” by Ana * iy v a¢ the botform of this list is a red-painted |

i; Magista, ageglafngyes,l?}fm‘f;‘r‘: ‘e‘;“r‘uf;gm"_f “photograph of an American Indian. The left -

3 e

Of

ie

g e

t

fo0 s

! k “8 i side of the composition contains a large star,a ¢
; ?:ogr: r“e'}:;: f:;g"ﬁl‘:;°:i%g";2d:{2:‘:’ge gn})pnd * “stnall snake, an upside-down devil and various
i o i Sl Ll geometric shapes.— all rendered in assorted _

i~ Ms. Medieta seems (0 be trying to make shades of red, - - - % " i, el 0.
. ‘archtypical forms — images from our collec- * i bl dsiec o hrlo )
_tive unconscious. And the swirling, abstracted v Pip(_) Cut:lo, : .P‘uer‘tofﬁlclagr; Ix'\:‘mg in New A
female figures tliat she creales are reminis- d;\:rﬁ;t f:rrﬁgpker?s g‘eﬁowt:i‘ ia‘:w:ia;tﬁn' A : !
. cent of the contours of prehistoric fertility yidapracively colored acrylic o ssare e
goddesses and ancient spiral mandalas. 5" reject his love for he beaches and bright. |
i_ _Jaun Sanchez’s mixed-media paintings com-  blye waters of his native’ country. In “The -,
" bine the stark reality of photojournalism with  Bather,” a barely discernable female figure |
i lh'e softer but no Tess 'real impact of graffiti. lies on the beach holding a fish, behind a | .
His most powerful piece, "A Fuerlo Rican schematic palm Lree, while waves wash over I
.‘Pnsoner of War and Much People,” uses oil, her. v i I
y ic, photo i i o SR AR e Tt e
P?}fgyé;egc: ofgﬁzhge::;,ut‘iv:;:; 2;“25“0 life  olo's huge charcoal drawings are much
# . FECIR o i more interesting than his paintings. In “Multi-
On a large, blown-up black-and-white im-  ple Warriors,” the picture surface is filled with
gage. the center of the picture plane Puerto  maskiike faces. Two arms holding a sword
Rican Americans march in prolest — some  reach outward from the staring mass.™ °

b
. holding the flag of Puerto Rico and one man = o s -
holding a sign that reads, “They are not terror- Traditions and Modern Configuralions
"ists they are freedom fighters.” Above the .“'f.s orgam;ede:y AB-AA ﬁ"" ?n:\:mprt:fl:sarb
hotograph, along Lhe top edge of the canvas, IStSgroup basecin rooklyn.The curators are |
photograph, along the top edge of the Canvas, oy ron McGlynn of AAA Art and Victor Fac-
cinto. director of the Wake Forest art gallery.

! are yellowed and ragged newspaper clippings
describing the alleged tort f i
escribing (he alleged lorture ol @ prisoner .y 'y continue in the downstairs gallery of the
Scales Fine Arts Center through Nov. 13.

: who shot a policeman during a protest march
in Mexico. Around the photograph and news- =
. paper, the canvas is layered with paint, creat- “Natchez Victorian Children.” an exhibition
mg.‘trlc feeling o'l' old cement. “Viva P.R. Li- * of photographic portraits by the late black
s bre" is spray-painted across the bottom. pholographer Henry Norman, will hang in the
In a lighter vein, Tseng Kwong Chi's “East  upstairs gallery through Nov. ;i e

Wlprpss gt dl paias, e O A AT AR R
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HART

By Lucy R. Lippard
About 13 years ago, peace activist Ron
Wohnlndlnhdnnumbudlﬂ.-un

downrigh

seriously. But the results, while often deco-

rative and/or clever, were disappointing.

At the time, I didn’t understand why.

what we were demanding.

ohﬁll h!opuntonlmn(nhdbmnm
T've since reali

th-tyouun'tmtdmphmdmhnnod

oppositional artwork, no matter how good

you are. It’s a highly specialized task and

takes long hard work, formal and theo-

in its infant stages. Many still labor under
thdoluwndnhtuluuumd‘thohn

for “political art” expands a bit and topi
cality briefly becomes popular, di
pn-umf:onlbooumdcwrld.At
same time, alas, the term itself

ward can recall two

meaninglessness.
such pcnod: (1968 and 1975) nd now we

i freeze campaign.

On the other hand, I'd like (ideally) all
artists to be toculiy responsible people,
whatever their art is; I'd like s hulthy

proportion of them to be involved in both
professional and grass-roots productions
that deal with specific issues and work
with activist groups. On that hand, I'm

ret.lly happy to see more and more visual
ng on the anti-R and

.av T T

the
suppon is always great to > have -nd I know
from past experience that a few will stay
with us for the long haul, once the band
swp- playing.

On the other hand, it can be hard for
those who have worked steadily for years
to watch newcomers (a few of them dilet-
tantes and opportunists) get a modest
portion of the too-small pie reserved for
“political art,” especially when the new-
comers’ politics are naive, nonexistent, or
just brand new. And on the third hand,
nobody wants to discourage anyone from
joining up, so any such dog-in-the-man-
gerism has to be scrutinized not only with
guilt but with honesty and a certain re-
alism as to the situation at hand.

The Left (but not the Left alone) is
always plagued by a certain amount o(
bi and di ion around unsh

Sanchez’s Puerto Rico Libre: damn

Onohnddeo-opnuonhvhnyouor

good p:

A Small Sllce
of Whose Pie?

unwmmitud galleries were receiving
rage was 30 close to what I'd

your work get used by the d: cul- |“
ture differently than you had intended, or
it gets neutralized by the wrong context.
But as Jerry Kearns has pointed out,
there's another, perhaps more lethal kind
of co—oyuuon. That'’s wlun you eoruor

bnn worrying about, it would have been
pigheaded not to follow it up. (Note to
callers: lightning Qo'un't strike twice.)

iple works by 14 artists of widely

of fear, d
mddontmthnysum,wb.uyouhtgo
of the notion of beauty, scales, complexity, |bac!
and visionary grandeur, when you get
backed up against the copying machine
fomor It’ notmytouunoutoul

workloads and guilt-tripping. It's the eco-
nomics of oppression. In the mid 708 dun
was a among

groups to criticize everyone who '-n't

mdimmonwnmﬂnq\nuymwm
art commodity system or furious rejection | one
art |of all it stands for, which can lead to the
wrong noses getting cut off to spite the

correcter than correct; since nobody knew | wrong faces.

what that was, everybody got criticized,
severely limiting the possibility for any
strong theory or prazis to emerge before
it got shot down. If you ventured into the
mwofldwoduuulndlomhyour
ives visible, body would say
you'd been assimilated, ripped off, or sold
out. if you stayed in your lmdfa and |our
worked b it had b
to prove that the Left was qulhty"too,
that diverted your energies from collective
work and somebody said you'd opted out.
There has also been an inclination to cry
Stalipist at anyone vho hu dou their
homework and tried to litical

1 offer all of this thought-in-progress as
a framework in which to look at the opposi-
tional art we are being exposed to, hoping
lhnbotmnmdlvc'lleomup'idlc
variety of p ial sol The p
uhovtob-eoﬂocﬁwlybo(hmmﬁn
-ndcrmul. to open things up and m.dn

vnrudl(ﬂ.ltyb.clhmmdmnphlal
(They were born from 1936
to 1954 in Russia, Poland, Iran, Spain,
Greece, an Indian Reservation in South
Dakota, and elsewhere in the U.S.; only
one of them is a woman. | mention all this
buw-ucbnvm‘tylthntmnnun
kind of heterogeneity that is sorely
lacking in most mainstream shows.) The
politics were i hard to deciph
bull.h.lplrltmn.lhumd!hlormd
quality was altogether high. “Visual Poli-
tics,” then, was successful as an art show.
How politically effective it can be; or even
howmdlymvolmdnucholmwk
is, is more problematic. This is true of
virtually all such shows, many of which
I've sslectad myself. It is one of the major
dihmn-ﬂdl!m.uhmdom-

lbov'nuhowlomh-ynbohmdinn‘u
that will move both maker and viewer to
concerted clarity.

The lyst for this p
v.nphounﬂlmnnduandyho-
Gino Rodri at the Al ive Mu-

lap diateib

analysis of their own; then dunl the
nvlm -garde anarchism that holds out for
the “freedom” of art to be caring but
disconnected.
Then there are the cries of

seum about coverage of their current “Vis-
ual Politics” show. I intensely dislike being
called and asked to review things; it always
h-mmu.cmmmmm
But Rod. x's that the Alger-

and “co-optation” in which the most dif-
ficult of our contradictions are exposed.

native Museum hed been hrosw

shows all along and token shows by usually

"pohunlmlho"'

iy

Mel Edwards’s Idala for February 21 is an
abstract sculpture made of metal, chain,
hrbodm,-ndlmnchou [tnpuhof'

more than its fonnl vocabulary. Daniel
Kasimierski’s pointed pairing of New York
b hs and adverti (like
Lanson’s notorious “Too Bad You Weren't
ited” with a “Beware of Attack Dogs”
sign) is a familiar strategy but particularly
'tll dou produclu lboch of locul rec-
dez's stark
photos of qunlvnnhhry right-wing meet-
ings are also formally strong and scary.
Randy Lee White’s Onslaught recalled the
continuing American wars against minor-
ities with a deceptively lyrical painting of
an Indian war, sharpened by the device of
buge horses’ hooves plunging up from the
lower margin, as though the viewer/painter
were f.cin( the U.S. cavalry.

On the cleverer side, David Hammons's
Cocktails for a Summer Night are the
Molotov brand, more factual than critical.
As was the other alcoholic entry—
Francesc Torres’s “What Is To Be
Drunk?”—a takeoff on Lenin and the
Russian/Chinese/Polish vodka dilemma.
(I liked his show at Elise Meyer last month
much better; it too dealt with consumer
products and ideologies, in that case large
drawings of Cadillacs and limousines with
direct comments on their use in various
“people’s” bureaucracies.) Steve Miller’s

paintings on war and the
stock market were also more effective in
his larger office installation at Artists’
Space last month, which introduced a truly
“foreign” environment.

Among the liveliest works were Ben
Sakoguchi’s small and skillful oil satires of
grotesque subject matter (a quadruple
punplenc embraced by a beauty queen,

how proud he'd bnogo back
to war) ironically portrayed in the
cheerful, colorful style of ads for oranges.
Every detail was witty and the element of
rage was not communicated olprmxvoly
but. by its very containment in a “funny”
form. These little paintings won't change
the world single-handedly, but they are a
welcome relief from post-Picassoid ex-
pressionism and illegible conceptual am-
biguities. They can cause a surprised
chuckle, which is a lot. They reminded me
of Erika Rothenberg’s stylistically dif-
ferent but hilarious suggestions for TV
spots for an antiracist spaghetti sauce
which would have been a good addition to
this show, especially since the woman's
viewpoint was so lacking. At the Radical
Humor Festival, Barbara Ehrenreich and
Robin Tyler agreed that a good leftist joke
is a good analysis, and that you're ap-
proaching a good analysis when you begin
to giggle.

One of the most consistently strong
contributors to this and other such shows
in the last few years has been Juan San-
chez..] was glad to get a chance to see
several of his canvases together at the
Intar Latin American Gallery on West
42nd Street. He was in a two-man show
with Dominican artist Manuel Macar-
rulla’s brisk, painterly oils of masked Latin
carnaval figures. What makes Sanchez's
art 50 much more effective than most is not
only the fact that he is a damn good
painter, but also his passionate and un-
conflicting commitment to the cause of
Puerto Rican independence. He lhm‘ully
"“ 1 oil.

(which he uses as a frame or background
with an inventive span of patterns, colors,
images, and words) and the more urgent
street uod.mnu (through photos). He inte-
grates p hs, graffiti, sl col-
laged lnﬂoh, a drawing by his mother,
po&y quotations from Puerto Rican cul-
aad S

m-nvolvhomm
), and archaeological motifs from

moﬂ.hm-ndo(h« d
participanta. This is no small thing, much
a8 we also expect a broeder pressure. Such
shows also demonstrate that subjects like
race, sex, class, militarism, and unemploy-
ment can fit into the same art molds as any

othu-ubj-ch.m combats uhom.but
can also be because we work in
a contaxt in which k:.‘ dominates and

. » b "

b+ “Visual Politics™ offered 2 raage of the

Ways progressive artists take on the issues.

e ——————————

the indigenous Taino Indians. Each paint-
ing and an entire
eukununlluudmcudouum I'm

told that in the barrio, Sanchez's work
inspires and organizes. In the art world, it
teaches us new ways of seeing what sur-
rounds us. (“Visual Politics,” The Alter-
native Munun. 17 White Street, closed.

Street, 2nd floor, closed, 695-6134)
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JUAN SANCHEZ Untitled 6" x 8’ detail
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INTAR LATIN AMERICAN GALLERY US. POSTAGE

420 WEST 42ND STREET, 2ND FLOOR "PAID |
NEW YORK, N.Y. 10036, 695-6134 NEWYORK, NY. |
NOURS: MON.-FRL 166 P PERMIT NO, 4385 |

MANUEL MACARRULLA
JUAN SANCHEZ
“THE ISLAND”

paintings

March 30 - May 14, 1982
Opening Monday, March 30, 6-8 P.M.

THIS EXHIBIT MADE POSSIBLE IN PART WITH FUNDS
FROM THE NATIONAL ENDOWMENT FOR THE ARTS.
AND THE NEW YORK STATE COUNCIL ON THE ARTS.

D e
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JUAN SANCHEZ

paintings

*ANKI —

indigenous word of the Taino Indians of Puerto Rico meaning enemy
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JUAN SANCHEZ

April 15 — May 6, 1985
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Reception: April 15, 1985
5:00 — 7:00 p.m.
Lobby

John Jay College Wall Gallery
445 West 59th Street (bet. 9th and 10th Avenues)
New York, New York 10019
489-3557

For further information contact: Helen E. Ramsaran
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WITHIN

Paintings By JUAN SANCHEZ/Installation By ALFREDO JAAR
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B
The titie of this exhibition might have been: p L8 A e”:
“Art and Politics: Two American Views.” Juan minds: Hes’ 0
Sanchez is a Puerto Rican American; Alfredo Jaar oftel look
is a Latin American (Chilean). Both live in New unde"y;,"f,m
York City producing art that comes as much from tha! /e,;ere is
their particular American point of view as it does ’.’e'f,ectua/ frt
from their experience of the United States. L Jfredo «
Maria Thereza Alves, a Brazilian photogra- amszAs who st
pher and writer, chose two artists whose art was dom withir- Ir
concerned with speaking either to or about par- engage the P
ticular communities and the political issues con- the U:S- P e;
fronting them. While her choice of artists reveals are adve';,e
her personal affinities, the result of her choice is overnm f;, i
no stereotype either of political art or of art by asfé%’,'nmun
non-white or non-North Americans. In addition, wgrk asanari
both artists quickly dispel the still too popular art work, whei
belief that political art sacrifices aesthetic quality but is a naturi
to become little more than propaganda. Setting in e
motion a complex dialogue between on the one Hhesetio.an
hand what the two artists share and on the other nationalities:
hand their equally important differences of artis- Rican. Butiné
tic strategy and audience, the exhibition aims at a artists search
deeper understanding of the work of both than specific enga
might have been possible had they been exhibited their works ar
separately.
James H. Rubin
ACKNOWLEDGMENTS

I want to thank curators James H. Rubin,
Associate Professor, Department of Art, SUNY at
Stony Brook, and Maria Thereza Alves for organ-
izing and developing this exhibition. | also wish to
express my appreciation to Ms. Alves for contri-
buting the essay for this catalogue.

Thanks are also due to Gary Floyd, Technical
Director, and Jay Strivey, Assistant Technical
Director, Fine Arts Center, for their installation
assistance and exhibition lighting; Michael Gian-
grasso, ArjaHihnala, George Olson, Barbara Sant
Anna, Art Gallery Assistants and Louise Lander-
ville, Gallery Intern, for their help with the ex-
hibition.

Most of all, | want to thank Juan Sanchez
and Alfredo Jaar for sharing their work with the
Stony Brook Community.

Rhonda Cooper
Director

Catalogue Design: ALFREDO JAAR and JUAN SANCHEZ

©1985, Fine Arts Center Art Gallery, State University of New York at Stony Brook
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FREEDOM WITHIN

Bra."fw’ photographer Beatriz Schiler recently sact that

in Latin America an arlist stands for resistance i peopie's
minds. Here in the United States. | think an artist stands for, and

often looks for. acceptance. In every aspect of
ungeriying mobivaton of mass acceptance of tryng o

3 e there s an

nie
piease

that feads 10 less freedom In Latin America there s Censorship
here there is self-censorshic What is essental ! Y @rhist
ntedectual freecdom within

Altredo Jaar and Juan Sanchez are 'w ¥ Amenca
arists who strive R, yblize ang celebrate thal intein :
oo withun in (hew very ifferent ways par and Sanche
engage he poahcal reakties of thewr stuahon as a ~
the U S spechically New York, while thew respective
e adversely effected by achons ang pohces of the
government Neithes aar nor Sancher are ashamed "
passion for truth, integrity. and communscation Eact 1t
that communiCaton (8 ane of the most Mmpo 2Spe f h
wOrk 8s an artist £ach has laken resisiance as an imtegral past
ar! work, wherem poibhcal commutment s nOt & new trend Y art
Bt IS @ naturs! and PEcessSary component of ife

n One way the gifferences n style and approach dbetween
these two ardists can De seen as a reflechon of thew different
natonaities Alfredo Jaar is Chiean, Juan Sancher is Puerto
Rican But i a more wmportant and more profound way, these two
Artists search fromm withun and without for hghty indiwdualized and
specific engagement with thewr art and the pubhc. In that sense
hew works are more related than they are different

ey

Juan Sanchez

ra

M

ra Julia de Burgos I, 1985 (detail)
xed media on canvas, 48 x 66"

Al art is political AN art dbecause of its nalure

defines its audience For example, if you have an
exhudat Of abstract art yo

only a

u have 10 ltake inlo account
» of the population that
take into

that there is seck

art. You have

appreciates to

2 st

art does not have a

ik - ent-making andthatin
. sia Juan Sanchez
dent Puerto Rican nationalist who
rew & s He has an acute sense of
# d struggie and a hinely-tuned
ws homeland in his own Writing
" Pyerto Rican history and
k@S possibie connection, even
y y the Puerto Rican patriot
A . @ art and also to Taino and
A
- o ¥ ¢ § to anmhilate Puerto Rican
v i r grouable more thanone-thud of
2 ¢ ? \ hiid-bearing age were stenhized by
he 7 - 5 alrr thalt the population has been
fonssingt o o ins th ecause of such factors on the istand as
» ha ’ [ NC - therd f the population iving
beiow the ¢ erty love ared B0% ¢ &d 1o rely on food stamps
Puerto R " 3 f 18 food while 13% of its arable land 18
- e by the harmaceulica YPOorahons des
poil water and aw The pmining of the
minera nes of the ¥ 5 Ve ) A0 @ nuclear park
For years Enghsh was the y language taught in schools, and
even to e xt , sh The U S makes a greal
profit fro 2 ’ § ne-tentr f & S. profits from
overseas investme Y 4 mall island country
Juan Sanchez is a part resistance 1o this situation,
which the United Nahon mmittee on De-colomnization has
officially geclared an ega nizatron by the U.S. That resist
ance is itself pa ¢ history of resistance to foreign
nvasion and dommnation th with the Taino Indians. San
chez has sad. “Political art 18 a medium used as a weapon (o
hopet egamn the positive energy of celebration
e s of hu ty

$ resistance is not sour not rhetoric t 1S a positive
slearly in his paintings. He utilizes well the various
ryvers of Puerto Rican history and visually, almost tactilte-ly, con
nects them to the everyday reality of Puerto Ricans in the U.S. He
uses the layers of posters, graffiti, and pronouncements found on
every avaiable space in the barrios as an effective metaphor and

2ims the energy that they echo

o sean

His work titled “Jayua. PastandPresent”(1984),1s an excel
ent but typical exampie of his use of the technique of historical
and visual layers. The painting is a mixture of oil, acrylic, photo
and other media that “recaptures’ the visual space of the barrio
with strong celebratory colors. The tactile textures combine to
place photos, posters, and the colors in a continuum that fuses
the Taino resistance with that of the barrio. In that context the
overt political statement about the 1950 insurrection in Jayuya,
which was brutally smashed by the U.S. Army, becomes a cry of
revolution exactly like the "Grito de Lares” in the 19th century and
the cry of Jayuya itsell

Juan Sanchez doesn't pull any punches. He does not let the
past swallow the present. He has included in his works every
Puerto Rican patriot, from Julia de Burgos to William Morales to
Angel Rodriguez Cristobal, who was imprisoned, tortured, and
killed in a Florida prison in 1979 because of his participation in a
demonstration against the U.S. Navy on the Puerto Rican island
of Vieques. But always his paintings balance rage portrayed with
the vibrant colors, flowers, and rainbows of a directed hope. His
use of form and color draw us to the message
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There is a mastery in Sanchez's work that can come only
from the integrity of mastering artistic technique for more impor-
tant purpeses. As he says, “| feel that artists are responsible
human beings. Thatresponsibility has a part to play in our art and
personal life.”

Itis a terrible irony that New York, the financial heart of the
U.S government and its corporations, which have so great an
effecton the lives of South Americans, is now the second home of
so many of them. That irony is not lost on Chilean artist Alfredo
Jaar. He is properly obsessed with the m ythologizing and manipu-
lation of the press and broadcasting. “My work re-examines the
collective memory of the South American people in the light of my
individual experience from the United States, that is, seventh row
center.”

Jaar's work is energetic, innovative, and, most of all, thought-
probing. His installations have sometimes been called concep-
tual, but they are finely planned aesthetically, with a great deal of
care and respect for the audience. It might better be called
semiological art. Jaar is concerned with audience response as
part of the work of art and seeks to involve those people who are
not part of the mainstream art world. In his words, “Artis commun-
ication. That does not mean that one only gives a message
through art, but also that the audience must receive it and
answer. If the audience does not answer there is no communica-
tion.”

Jaar has stated that one of his primary interests is in the
power and influence the media has over our lives; in how the
media translates facts into news and images. The media creates
a world of fiction, and its images are then perceived as reality. He
has said that he is presently concerned with how the news media
describes itself and how it talks about politics and social
concerns.

He does not think of himself as a political artist and fights the
whole limiting — and to him ideological — idea of labels. Like
most Latin Americans he seems to feel that social engagementis
more natural than special and that any work or profession has
political connotations. He may have a more particular insight into
this than most artists because Jaar works fulltime as an architect
and graphic designer.

His installations use graphic design extensively, but he alsc
uses the use, the public iconography, of graphic design and its
public artifacts, such as neon signs, signs, and posters as phen-
omena, words, and words-in-conjunction-with-images, which to
Jaar are always ideological. He employs anything that is part of
the public media domain, such as video, but deliberately excludes
the private or individualistic contributions that the established
artworld prizes so much.

Perhaps one of the things most distinctive about Jaar’s work
is an acute intelligence and urbanity that is more than a match for
the jumble of consumer-packaged mis-information systems he
tackles with such energy that he has been called both “generous
and poetic” and “chaotic.” He employs his wit and his clarity with
such an edge that we must “answer” his messages about mes-
sages whether we want to or not.

He described a work he had done in Chile in the '70s,
wherein he used the outward form of a journalist in the street: |
did some surveys about Happiness, as part of a larger project
called Studies about Happiness. The work lasted two years and
included, among other things, polls, photographs, video, and
transcripts of one hundred interviews of happy and unhappy
people. | even used large billboards to ask my question, ‘Are You
Happy?', and offered an installation in the museum where anyone
could go and respond. More than a thousand people participated
in this project.”

Inthe U.S., he says, that would not work because people are
too cool. It is a country where one must try to make people
participate. That is a key for entering Alfredo Jaar's work.

Juan Sanchez and Alfredo Jaar approach art and their
audiences differently. Sanchez, living in a city with hundreds of
thousands of his oppressed countrymen, may see his art as
primarily for them. Jaar, whose fellow exiles are scattered all over
the world, sees his primary audience as the people around him
— the “typical Americans.” Both produce art that is socially
engaged and thatis, each in its own way, essentially Latin Ameri-
can in spirit and universal in effect

Alfredo Jaar sums up well with his answer to someone’s
question, “Do you miss Chile?" “No. Not the Chile that | know.
What I miss is Latin America, the Latin America that could be, that
should be.”

Maria Thereza Alves
Guest Curator
Sao Paulo, Brazil, 1985

Maria Thereza Alves, born in Sao Paulo, Brazil, is an artist and writer presently living
in New York. She founded the Brazilian Information Center and was recently
awarded the Academy of American Poets Prize at the Cooper Union where she
earned her Bachelor of Fine Arts degree. She has also been awarded a fellowship for
younger poets at Bucknell University. Her participation in helping coordinate Artist
Call Against U.S. Intervention in Central America led her to co-curate MYTH &
HISTORY" Central American Art Today at the Museum of Contemporary Hispanic
Artin New York, 1985

Alfredo Jaar
Untitled, 1983
Installation (detail), 96 x 192 x 96"
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JUAN SANCHEZ/PAINTINGS

Cultural Racial
Genocidal Policy

1983

- Mixed media on canvas

* (triptych), 60 x 96"

£f
Social protest art is a confrontation against the frustrat-
ing injustices of everyday life. It shatters false illusions by making realities
explicitand concrete in a society that is antagonistic to truth and humane
values. Art can transend to many levels of truth if done with responsibility.”

From a statement by the artist in “Beyond Aesthetic: Art of Necessity By Artists of Conscience,” Exhibition Catalogue. NY 1982

Transformando Luchas
1985 (detail)

Mixed media on canvas
(diptych), 36 x 88"
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A Puerto Rican Prisoner of War and Much More, 1983
Mixed media on canvas (diptych), 78 x 54"

“/f art of social/political content has any precise meaning,
it is contained within the definition of its purpose and role in realizing,
reflecting, supporting and becoming part of the aspirations, needs and
movements of oppressed people.”

From a statement by the artist in “Beyond Aesthetic: Art of Necessity By Artists of Conscience.” Exhibition Catalogue, NY 1982
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To the brothers and
sisters in struggle in South Africa;
mi gente del pueblo libre de Nica-
ragua; all Puerto Rican POW'’s and
political prisoners and to the
memory of a great poet, patriot
and inspiration, Don Juan Anto-
nio Corretjer. .. el otro maestro, |
dedicate my paintings and extend
my solidarity and love.

B

Isabel, Vieques, Rosado, 1984
Mixed media on canvas, 64 x 46"

JUAN SANCHEZ

Born in New York City, 1954

Studied Painting and Photography at Rutgers University,
New Jersey (MFA. 1980)

and at the Cooper Union for the Advancement of Science
and Art, New York (B.F.A. 1977)

SELECTED SOLO EXHIBITIONS

1985 Anki: Indigenious Word of the Taino Indian
Meaning Enemy, John Jay College Gallery, NYC
1980 Lucha, Douglas College, New Brunswick, NJ
1979 Mi Mundo, Amherst College, University of
Massachusetts
Mi Mundo, East Harlem Cultural Center, NYC
Mi Gente, Fourth Street Photo Gallery, NYC

SELECTED TWO-PERSON EXHIBITIONS
1982 The Island, Intar Latin American Gallery, NYC

SELECTED GROUP EXHIBITIONS

1985 Whitney Biennial: Group Material/Americana, The
Whitney Museum of American Art, NYC,
Not Just Another Pretty Picture, P.S. 122, NYC
Art Against Apartheid, Pennsylvania State University,
Fogelville

1984 First Havana Biennial, City of Havana Cuba Pavilian,
Havana, Cuba
Disarming Images: Art for Nuclear Disarmament, Art
Museum Association of America, (exhibition on a 1984-
86 tour throughout the United States)
Call & Response: Art On Central America, Colby
Museum of Art, Waterville, Maine
Words equals/does not equal Pictures, Bronx Museum
of the Arts, NYC
Artists Call Against U.S. Intervention in Central America,
Judson Church, NYC

1983 Contemporary Latin American Art, The Chrysler
Museum, Norfolk, Virginia
Events: La Gran Pasion, The New Museum of
Contemporary Art, NYC
Traditions & Modern Configurations, Monogram Gallery,
NYC, Wake Forrest University, Winston-Salem, North
Carolina
Portraits: On a Human Scale, Whitney Museum of
American Art, NYC
Evidence: 12 Photographers, The Henry Street Settle-
ment Louis Abrons Arts for Living Center, NYC
(curated by Juan Sanchez)

1982 Photo Starts, Bronx Museum of the Arts, NYC
Visual Politics, The Alternative Museum, NYC
Beyond Aesthetics: Art of Necessity by Artist of
Conscience, Rutgers University, New Brunswick, NJ,
Henry Street Settlement Louis Abrons Arts for Living
Center, NYC (curated by Juan Sanchez)
Ritual & Rhythms: Visual Forces for Survival, Kenkeleba
House Gallery, NYC (curated by Juan Sanchez)

1981 The Prison Show: Realities & Representations, The
Whitney Museum of American Art, NYC

1980 Young Painters: 1980, Bronx Museum of the Arts, NYC

GRANTS AND FELLOWSHIPS

1984 Third World Artists Printmaking Fellowship (Robert
Blackburn Printmaking Workshop, NYC)
1983 NEA Painting Fellowship (National Endowment for

the Arts)
CAPS Painting Fellowship (Creative Artists Program

Service)
1981 Artists Space, NYC
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ALFREDO JAAR/INSTALLATIONS

“M y work focuses on the widening gap between the ‘so-
called’ Third World Countries and the ‘so-called’ Developed Nations. My
work deals with both worlds at the same time because no other alternative
seems to me real enough.”

The Power of Wor
Installation (detail)

HY(

4chance,

Motherland, Motherland. What Mother, What Land?, 1984
Installation, 81 x 218 x 72"
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The Power of Words, 1985
Installation (detail), 156 x 384 x 144"

7%
%u don’t have
a chance, but take it.”

Herbert Achternbusch

Introduction to a Distant World/Part One (C)
1985
Poster, 22 x 22"

ONIONS

THEY have eyes filled with tears,
as if from the effect of a peeled onion,
but there are no peeled onions,
there are no onions at all.

INTRODUCTION TO A DISTANT WORLD/PART ONE (C)
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Untitled, 1984
Installation, 72 x 44 x 12"

“My work is about pol-
itical societies and the pursuit of
happiness. Art must be our last
effort to preserve humanity.”

PAD/D
1B& Miasoum of Modern Ar¢
Library

ALFREDO JAAR

Born in Santiago, Chile, 1956 : _

Studied Architecture at the University of Cm/e'(B.A‘ 1981)
and Filmmaking at the American Center, Santiago (1978-79).
Lives in New York since 1982.

SELECTED SOLO EXHIBITIONS
1985 Grey Art Gallery, New York University, NYC
1979 C.A.L. Gallery, Santiago, Chile

SELECTED GROUP EXHIBITIONS

1985 Disinformation, Alternative Museum, NYC
Not Just Any Pretty Picture, P.S. 122, NYC
Diaz, Dittborn, Jaar, Leppe, C.A.Y.C., Buenos Aires
Between Science and Fiction, Sao Paulo Bienal, Sao
Paulo

1984 Chronicles, Intar, NYC
Selections, Artists Space, NYC
Vision and Conscience, University Art Gallery at SUNY
Binghamton, New York
Aqui, Fisher Gallery at USC, Los Angeles, California

* Artand Ideology, The New Museum of Contemporary

Art, NYC
Call and Response, Colby College Museum of Art,
Waterville, Maine
Philosophies On The Art Process, Makkom, Amsterdam
Visual Thinking, Art Awareness Gallery, Lexington, New
York
L’Esprit Encyclopedique, New York Public Library, NYC

1983 In/Out, Washington Project for the Arts, Washington, DC
(curated by Alfredo Jaar)
Contemporary Latin-American Artists, The Chrysler
Museum, Norfolk, Virginia
Terminal New York, Brooklyn Army Terminal, Brooklyn,
New York
Chile, Chile, Cayman Gallery, NYC
Hispanic Achievement In The Arts, Equitable Gallery,
NYC

1982 Art Biennial Of Paris, Musee d'Art Moderne de la Ville
de Paris, Paris
Contextos, Galeria Sur, Santiago
Second Video Festival, Instituto Chileno-Frances de
Cultura, Santiago

1981 Fifth International Art Biennial, Valparaiso, Chile
Grafica Chilena Contemporanea, Museo Nacional de
Bellas Artes, Santiago
First Video Festival, Instituto Chileno-Frances de
Cultura, Santiago
Second UC Art Biennial, Museo Nacional de Bellas
Artes, Santiago

1980 Centennial Year Exhibition, Museo Nacional de Bellas
Artes, Santiago
National Printmaking Salon, U.C., Museo Nacional de
Bellas Artes, Santiago

1979 First Art Biennial, U.C., Museo Nacional de Bellas Artes,
Santiago
Fifth Exhibition, C.N. De Valores, Museo Nacional de
Bellas Artes, Santiago

GRANTS AND FELLOWSHIPS

1985 John Simon Guggenheim Memorial Foundation
New York

1984 Artists Space, New York

1982 Pacific Foundation, Santiago

1974 Air France, Paris
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PREVIOUS EXHIBITIONS AT THE ART GALLERY

1975

1976

1977

1978

1979

1981

1983

1984

DIFBGIOF .o covivis iR sr A R RS R e s e s o RHONDA COOPER

FACULTY EXHIBITION

MICHELLE STUART
RECENT DRAWINGS (AN AMERICAN FEDERATION OF ARTS EXHIBITION)
SALVATORE ROMANO

MEL PEKARSKY
JUDITH BERNSTEIN
HERBERT BAYER (AN AMERICAN FEDERATION OF ARTS EXHIBITION)

LEON GOLUB

WOMEN ARTISTS FROM NEW YORK
JANET FISH

ROSEMARY MAYER

THE SISTER CHAPEL

SHIRLEY GORELICK
ALAN SONFIST
HOWARDENA PINDELL
ROY LICHTENSTEIN

BENNY ANDREWS

ALEX KATZ

EIGHT FROM NEW YORK

ARTISTS FROM QUEENS

OTTO PIENE

STONY BROOK 11, THE STUDIO FACULTY

ALICE NEEL

55 MERCER: 10 SCULPTORS
JOHN LITTLE

IRA JOEL HABER

LEON POLK SMITH

FOUR SCULPTORS

CECILE ABISH

JACK YOUNGERMAN

ALAN SHIELDS

THE STONY BROOK ALUMNI INVITATIONAL
ANN McCOY

THE WAR SHOW

CERAMIC DIRECTIONS: A CONTEMPORARY OVERVIEW
CINDY SHERMAN

THE FACULTY SHOW

BERNARD APTEKAR: ART AND POLITICS

ERIC STALLER: LIGHT YEARS

NORMAN BLUHM: SEVEN FROM THE SEVENTIES
EDWARD COUNTEY 1921-1984

CARL ANDRE: SCULPTURE

LEWIS HINE IN EUROPE: 1918-1919

FRANCESC TORRES: PATHS OF GLORY
HOMAGE TO BOLOTOWSKY: 1935-1981

STATE UNIVERSITY OF NEW YORK AT STONY BROOK

THE FINE ARTS CENTER

rt gallery
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OCTOBER 8 - NOVEMBER 13, 1985

THE FINE ARTS CENTER ART GALLERY
STATE UNIVERSITY OF NEW YORK AT STONY BROOK
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e kr%e de Pance, Galeria Aboy, Plaza de las América, Primera
aff{a Puertorriquefia Contempordnea, Ponce, San Juan,Puerto
Exhibition organized by the Consejo Puertorriquefio de =
ravel from Puerto Rico to Chicago, New York and Baraeloa, :

The M Show, Artist exhibit art on the M5, M3, M4 & HZO
December-January, 1981-82

NYC; The Equitable Gallery, NYG; Walters Hall Gallery of
°sity, New Brunswick, NJ, HISPANIC ARTISTS OF NEW YORK (Pra-:;:
Association of H;spanic Arts) 1981

allery, The uooper Union, PHOTOGRAPHY: Products of the Sevanties,

um of American Art (Downtown), THE PRISON SHOW: Rea;;tiea &

p Mater al, ENTHUSIASM, NYC 1981
Museum of American Art, EVENTS: Artists ;gg_te Artists, NYC 1981
‘Gallery, Voices Expressing What Is, NYC 1981

'Haterial, The Aesthetics of Consumption, NYC 1981

Brea;/unseum of the Arts, YOUNG PAINTERS: 1980, NYC 1980

Caymén Gallery, TRENDS III, NYC 1980

?Qxyébunty College, Sixth Annual Tribute to Puerto Rico, Edison, NJ

;?ﬁ ﬁﬂilegé, Latin Expression Week, NYC 1977
g AL _TALKS & SLIDE PRESENTAT ION/LECTURES
22«3003%01' Gallery, Talking Ritualism, NYC 1984
: The New Museum of Contemporary Art, Meet The Artists, (Artist Fellowghip-
NEA), NYC 1983
WBAI radio, Evidence, Radio talk show with Spencer Richards on Ritual &
Rhythm exhibition, NYC 1982
Channel S5(WORTV), BEYOND AESTHETICS: Art of Necessity by Artists of
Conscience, Black News 1982

Channel S5(WORTV), Vices and Virtures, Black News, 1982

Channel 13(PBS), PEACE ON EARTH: Pastorials and Politics, State of the Arts
1983

PADD(Political Art Documentation/distribution), CULTURE & STRUGGLE: Hispanie
Artists in New York, NYC 1982

Martin Luthur King, JR. Cultural Center (Bread & Roses, 1199), Latino New
York, RYC 1983

Soho 20 Gallery, PHOTO START: Using the Photographic Image as an Initial
Stimulus in Art, (ArtistTalkOnArt), NYC 1982

Rutgers University, Art As A Social & Political Act, New Brunswick, NJ 1982

The Landmark Gallery, The Necessity of Aesthetics in Political Art, (Artists
TalkOnArt), NYC 1982

The Edueational Allience, Talk On Activist Art, NYC 1981

The Louis Abrons Arts for Living Center, The Henry Street Settlement, Mi
Munda, NYC 1981
The Cooper Union Saturday Program, 1975-1984, NYC

Amherst College of The University of Massachusetts, Mi Mundo, 1979

G55 0. T T S ST Y A T T A TR
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PUBLICATIONS .

Lucy Lippard, GET THE MESSAGE? A Decade of Art for focisl Change, (E.P,
Dutton, Inc., 1984, New York, N.Y.), p. 28%-284

ART &ARTISTS, Visual Artists and Anti-Apartheid by Jimmie Durham and
Juan Sanchez, Volume 12, Number 7, June 1983

ArtWorkersNews, PUERTQ RICAN NATIONALIST #RP: A History, A Tradition, A

Necessity by Juan Sdnchez and Rafael Colon Morales, Volume
11, Number 9, May 1982 .

REVIEWS/ARTICLES/MENTIONS

Art In America, REPORT FROM HAaVANA: The First Biennial of Latin american Art

by Luis Camnitzer, December 1984 i
The Black Coliegian, Art against Apartheid, November/Decemober 1984

THE CITY SUN, Racism American Style,Sept. 5-11, 1984

The Village Voice, ARTBHAT: The Politics of Culture (mention by Dorothy
Friedman), Volume XXIX, Number 41, October 9, 1984

East Village Eye, Central America Calling: WHY ARE WE THERE? by Spencer
Rumsey, Volume V, Number 40, KFebruary, 1984

Art Papers, HEADLINES, HEADLINES, HEADLINES: Advocacy Criticism as Activism
by Lucy Lippard, Volume 8, Number 1, January-February, 1984

Philadelphia Inquirer, Art in 8o's Changes Dirction by Stephan Salisbury,
Sunday, January 16, 1983

The New York Times, The Power to Convince Has Faded by Andy Grundberg,

July 17, 1983

La Voz Hispana de Nueva York, Nueva York Latino: Cinco Pintores Comprometi-
dos by Juan Bujan, Marzo 24-31, 1983

UPFRONT, Hispanic Art From Outrage by Lucy Lippard, February, 1983, Number
5 NYC

Art & Artists, Culture & Survival by Eva Cockcroft, Volume 12, Number 3,
NYC, February, 1983

La Voz Hispana, Ritual y Ritmo en Kenkeleba House Gallery by Juan Bujan,
Afio 6, No. 242, NYC, Dic. 3-9, 1982

Washington Market Review, "Visual Politics" Is Too Strident by William
Naders, May 19, 1982 =

The Village Voice, A slice of Whose Pie? by Lucy Lippard, Volume XXVII,
Number 23, June 8, 1982

ArtSpeak, The Surge of Political Art by Vernita Nemec, Volume II, Number 24,

June 10, 1982

The Village Voice, REVOLTING ISSUES by Lucy Lippard, Volume XXVII, Number
30, July 27, 1982

The Star-Ledger, Artists Call on Language to Spread the Word by Elleen
Watkins, NJ, September 17, 1982

TheHomeNews, Art Exhibit Not Pretty But Potent by Dan Holly, New Brunswick,
NJ, September 8, 1982 3

In These Times, The OQutrage of the Artist by Lucy Lippard, Volume 6, Number
31, July3l-August 10, 1982

Latin New York Magazine, Juan Sénchez Photo Exhibit at The Fourth Street
Photo Gallery by Amalia Pena, Volume II, Number 12, December, 1979

Latin New York Magazine, Mi Gente, A Photo Exhibition by Doris Elisa
Rivera, Volume 5, Number 1, June 1977

The Latin BEAT, MI GENTE: A Photo Essay, Volume I, Number 4, June 13, 1977
The Latin BEAT; Amor Jibaro(Poetry by Paulita F. Iglesias With Photographs
by Juan Sédnchez), Volume I, Number 5, July 6, 1977
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The Most Cultural Thing You Can Do, 1983, oil and collage on canvas, 58 x 44" (detail)
= 2 NON-PROFIT ORG.

U.S. POSTAGE
PAID
NEW YORK, NY
PERMIT NO. 5261
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JUAN SANCHEZ

READING Rican/Structed Convictions

June 17 - July 22, 1989
Opening Saturday, June 17, 6-8 PM

578 BROADWAY

NYC 10012 Catalog available wnh essays by Lucy R Lippard and Shifra M. Goldman, $12 pp.
212 966-7745 This exhibition and catalog funded by The Rockeft ion, the National E for the Arts and the New York State Councll on the Arts,
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You are cordially invited to attend the opening reception of

ER! DO
WITHIN

Paintings by Juan Sanchez/Installation by Alfredo Jaar

curated by Maria Thereza Alves and James H. Rubin

at the Art Gallery, Fine Arts Center
State University of New York at Stony Brook
Saturday, October 12, from 6 - 8 P.M.

Exhibition dates: October 8 - November 13, 1985
Gallery hours: 1 -5 P.M. Tuesday through Saturday

The Gallery will be open before some Main Stage Performances/For info: (516) 246-6846
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THE FINE ARTS CENTER

STATE UNIVERSITY OF NEW YORK AT STONY BROOK
LONG ISLAND, NEW YORK 11794
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Cityarts Workshop, Inc.
625 Broadway
New York, NY 10012

EDICATION: FRIDAY, OCT. 23 . 11 AM.

“LOUIS ARMSTRONG

THE PREVALENCE OF LOVE, DEVOTION,
AND JAZZ” A
designed by JUAN SANCHEZ

assisted by Sojin Kim and Jolie Shulman
107-10 Northern Blvd., Corona

Produced by Cityarts Workshop, Inc. and sponsored
by Elmcor Youth and Adult Activities, Inc.; Queens
Overall Economic Development Corp.; and the New
York City Office of Business Development. Funding
also provided by the Northern Blvd. Merchants
Association; The NYS Division of Substance Abuse;
the Exxon Community Summer Jobs Program; and
Mr. Alton Cobette.

Special thanks to Edward |. Koch, Mayor; Alair A. Townsend, Deputy
Mayor; Gary Kesner, Commissioner; Claire Shulman, Queens
Borough President; and Helen Marshall, Assemblywoman.

Lucy Lippard
138 Prince Street

New York, NY 10012

Photo: Susan Rosengarten

Non-Profit Org.
U.S. Postage
PAID
New York, NY
Permit No. 4401

Kxeaqry

35y, GI9POJN §O HEOSAI BYL,
; aayd

Cityarts programs are supported with public funds provided by the National Endowment for the Arts, the New York State Council

on the Arts, and the New York City Department of Cultural Affairs.
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IMAGES & WORDS RICAN/STRUCTED
by JUAN SANCHEZ
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Library

5 mixed media lithographic prints
Edition of 25 292" x 30" print size
Introduction by Lucy Lippard

AN EXIT ART PUBLICATION

MADE POSSIBLE WITH AN ARTIST SPONSORED PROJECT GRANT FROM THE
NEW YORK STATE COUNCIL ON THE ARTS

PARA CARMEN MARIA COLON, 1986, 22" x 30"
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For Immediate Release Contact: Stuart Anthony

JUAN_ _SANCHEZ
RICAN/STRUCTED CONVICTIONS

June 17 - July 22, 1989

EXIT ART will present the first critical overview of a large bodv
of this artist's mixed media paintings and prints from 1982-1989.
Juan Sanchez, an artist and activist, confronts the fragmented
culture and politics of Puerto Rico in his paintings and prints.
Collage, painted images, photographs, and writings reflect his
interest in the pressing issues of political resistance, cultural
alienation, and daily existence intertwined in Puerto Rican-
American history. Sanchez's work creates a unique dialogue on the
relationship between the United States and Puerto Rico, and the
question of Puerto Rican political and cultural identity,
collectively and individually.

A comprehensive color catalog will be published by EXIT ART in
conjunction with the exhibition. It will contain essays by Lucy
Lippard, writer, and contributing editor to Art in America; and
shifra M. Goldman, art historian and author who writes extensively
on Latin American art; reproductions of Sanchez's work; his
biography & bibliography.

This exhibition is made possible in part with funds from the
National Endowment for the Arts and the New York State Council on
the Arts. The catalog is funded by a grant from The Rockefeller
Foundation.

EXIT






