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Dislocated  



(translation - Guillermo Gomez-Pena, 1990)




We were born on the pavement




We were nursed on milk and Pepsi




We grew up dislocated between Merida and New York




Linked by cables and coconut palm trees




We admired the Mayans and the Rolling Stones




We seduced barefoot gringas




on pre-Cortesian stone slabs




We plotted revolutions




in recording studios




We preached Tantra and film




We gathered fragments from a thousand traditions




We rearranged them at will




and from so much traveling




from North to South




from past to future




and vice versa




We lost our much touted senseof time

Introduction:

Record form and translate it into meaning, you may find awareness

Replay your findings back in the form of dialogue, you may find a collective consciousness

Translate your cultural tape into another language, you may find the universe

This paper examines the practicesof hybridity in Chicano art and culture in the 

political diasporic environment of negotiation and translation. How is the language of hybridity shaping discussions about identity and challenging theories of represention ? 

Art as a cultural space of mestizaje between cultures, will be examined to understand the challenges involved in representing the political and social experiences of diaspora for Chicanos/as in the United States. To explain the artistic context in which Chicano/a artists are working, a background providing a brief summary of  how visual langugae from Latin American cultures has been interpreted and consumed is included in the essay. In which kinds of ways is reconstruction taking place to address the political issues of repesentation ? Two Unidiscovered Ameindians Visit, is given attention in detail to deconstruct issues of racism facing Chicano/a artists as they advance their a from the stages of deconstruction to reconstruction.The work of  such artists as Guillermo Gomez-Pena, Yolanda Lopez and Ruben Trejo, which addresses multiple realities of racism, assimilation and economic hardship is reconstructing a new visual langugae that is insightful, empowering and political. What are the issues involved in creating Chicano/a art exhibitions, such as CARAS, in maintream culture ? Which kinds of lessons have been learned in the intecultural expeiences of understanding Chicano mestizaje and Nepantla ?  Which kinds of tools have been developed in diasporic Chicano art practices to address issues of exclusion and misprpresentaion in the arts ?  How are these practices being discussed and analyzed in the theoretical work of  Charles Merewhether, Guy Pratt, Homi Bhbha and Yuri Lotman ? In which ways can mestizaje challenge Westen concepts of conceptual art ?

Background:

Although the United States is the fifth largest Spanish speaking nation with thirty million people from Central America, South America, North  America (i.e. Mexico), and the Carribean, its representation of diverse and distinct cultures from Latin America is minimal. A reductionist tendency to generalize and merge eighteen countries from Latin America under the category of “Latino”, “Latin American” and even “Spanish” has created a fictive, depoliticized and essentialist notion of “Latin Americaness”in an imaginary linguistic space of dualisms where the articulation of multiple differences and commonalities, in dialogue and form, between Anglo-American and Latin American cultures is frozen. According to art historian Oriana Bradley, “.. .the term ‘Latin American’ emerged from, and continues to refer to, a posited set of political and idealized values....it defines what is not North America, that exotic world ‘south of the border, down Mexico way’ and beyond [into the never never land of the Other].” 
   In this stringent either/or, us-and-them system of mis/representations, stereotyping and erroneous generalizations on all sides have emerged, creating particular symbolic violence to marginalized social groups in the form of stereotyping in the media and the arts; somehow Tonto (Stupid) from the Lone Ranger never did translate to Cervantes’ Sancho Pansa.


Ben Gennochio remarks in his article The Discourse of Difference: Writing ‘Latin American” Art that the production of “Latin American Differnce” is not accidental; “ it enables the marginalization of Latin American artists [and his/her art]”
 and justifies his/her misrepresentation in Euro-American art practices in the last century. Indeed art from Latin American countries has been associated with magical realism, primitivism and folkloric art practices, fueling modernist systems of imaginary oppositions in the nature/culture paradigm and positioning the Other in continual reference to European notions of rationality and modernity. Art critic Leopoldo Castello rationalizes the ongoing exclusion of “Latin American” influenced art from Conceptual art in the United Sates by explaining that, “ the history of Latin America is a history not of reasons but of passions. It is,therefore, fruitless to interpret it [its art] in a rational manner.”
 


The multi-culti rhetoric of the 1980’s did provide new access to marginalized cultures within a mainstream context but it also diminished their credibility as authors of their distinct reality by creating representations based on a fusion, or so called ‘harmony’, of many distinct cultures under the category of Otherness. Exhibitions such as Hispanic Art in the United States( 1987) in the Houston Musem of Fine Arts and The Latin American Spirit(1988) at the Bronx Museum did not untighten tensions caused by ethnocentic notions of homogenization in theory but they began to point to the importance of self-representation in practice. The current push towards visibility and dialogue of mulitple and distinct diasporic communities across North America, is creating new kinds of negotiation about identity and breaking down binary oppositions with more specific and multi-directional forms of representations. To understand how hybridity or mestizaje can challenge Western concepts of conceptual art and theories of post-modernity in the negotiation of new symbols, Chicano/a art from California will be the focus of this essay.

From Deconstruction to Reconstruction: 

Guillermo Gomez-Pena:


Guillermo Gomez-Pena, a performance artist in Los Angeles, creates new terminology and iconography to define contemporary border experience and appropriate the world in new semiotic tems. In Warrior for Gringostroika (picture #1), he uses stereotypical Mexican Mariachi and/or kitch Aztec clothing to comment on the generalizations of the multicultural discovery/diversity paradigm, appropriation of representaion and trivialization of Chicano culture in the mass media. 


In his controversial performance, Two Undiscovered Amerindians Visit (picture #2), which was first peformed in 1992 at the Columbus Plaza in Madrid in collaboration with Coco Fusco, he protested the quincentennial celebrations of Columbus’ so called discovey of the Americas.  The piece became a crucial turning point in Chicano/art history because it signaled that the reconstruction and mestizaje of symbols in Mexican-American art still needed additional diaogue and  references to past systems of discrimination ( i.e. colonialism) to break stereotypes and communicate to a a larger mainstream audience. 


The piece broke down racist semiotic constructions of the Other, embedded in the intricate memory of the collective unconscious, and challenged colonial practices of discrimination. The performers dresses in stereotypival images of non-identifiable exotic people in cages (i.e the mixed Hawaian skirts with Leoppard skin clothing)  and created fictive identities as undiscovered “Guatinaui” savages from the mystery land of  “Guatinaui”  in the gulf of Mexoco. Guillermo Gomez-Pena and Coco Fusco wanted to know whether audiences would question these stereotypes or consume them as normal images of the exotic Other.  To what extent had the European practice of exhibiting indegenous people in cages in taverns, museums and circuses for entetainment and scientific purposes been challenged ? According to Coco Fusco in English is Broken Here, many viewers were outraged with the performance because they felt they had been lied to, confronted without warning and not given any explanations.  Many  who believed the authenticity of the peformers or who felt deeply offended were not prepared to face the gaps in history that shaped their subjectivities and justified the acceptance of  the practice of “discovery”, colonization and theft. Two Unidiscovered Ameindians Visit triggers an instantaneous reflex in the memories of  the viewers at an unconscious level. It asks,          “ Why do you believe me ?”  and locks the viewer into a spiralling double bind where the racist depiction is both true and false at the same time. To break the paradox, the viewer would need to acknowledge that the artists created these false constructions of the Other to turn the riveting stereotypes against themselves and reveal the systematic oppression in their construction.


Two Unidiscovered Ameindians Visit was meant  to produce dialogue in a new space where power relationships between the colonizer and the colonized could be deconstructed. It indicated that  new iconographic and textual language  would be necessary to pass from a deconstruction phase, where langugae turns against itself, to a reconstruction phase, where old systems of oppression could be questioned and discussed using a critical distance. For Gillermo Gomez Pena, this process of dialogue which allows the articulation of  conflict, hope and possible undrestanding is “ the opposite of national security, neigbourhood watch, racial paranoia, aesthetic protection, sentimental naturalism, ethnocentricism and monolinguality.” 
 Its form can extend into publications, conferences and collaborative art.

Reconstruction: 

CARAS: Chicano Art Resistance and Affirmation

A three year exhibition of Chicano/a art which was initiated by three UCLA students, Marcos Sanchez Tranquilino, Holly Barnet-Sanchez and Maria de Herrera
 , was named CARA, a word which simultaneously translates to “face” in English and also functions as an acronym for “ Chicano Art Resistance and Affirmation.” In its initial phase, the exhibition encountered problems finding grants from organizations such as the National Endownment for the Humanities (NEH) for “desguising politics as culture”
 in working class art or not providing a bigger representation of Latino realities.  With funding from The Rockefeller Foundation, The Andy Warhol Foundation for the Visual Arts and the UCLA Art Council, the project was eventually pushed forward.  The show which began at the Wight Art Gallery depicted the social issues affecting the everyday life of Chicanos/as in almost 200 art pieces from 180 artists. 
  For Sanchez and Tranquilino, CARA would work towards” recognizing Chicano art as a distinct and influential art movement....[that was] not Hispanic or Latino art, but serious art made in support to the Chicano Civil Rigts Movement.” 
 Through a collective visual display of paintings, murals, etchings and installations, the exhibition echoed the issues raised by the El Movimiento in a visual language. In this historical retrospective of two decades of Chicano/a art, the political pulse towards revolutionary resistance, conscious raising and social action of Cezar Chavez, who fought for the living and working conditions of poor people of colour, was remembered and extended. 


One of the most important forms of negotiation that took place in CARA that influenced the way the exhibition was read by the viewer involved the organizational process between the Chicano project coordinators and the Anglo-American staff at the Wight Gallery. 
 Tranquilino believes that Chicano ideals of community and political resistance were diluted in the intecultural discussions at the manegerial level. The compromising of different ideologies and perceptions of how Chicano politics needed to be articulated in the marketing, fundraising, curatorial and theoretical process was not an easy process. 
  For curator Edith Tonelli, the collaboration was challenging as it led to re-evaluations of cultural assumptions which were deeply embedded in her thirty years of museum practice. Gaspar de Alba notes that even though this process of negotiation did not create win-win situations, it was democratic and reflective of ideals of equal represention in the Chicano Civil Rights Movement. CARA produced a collective discourse in a public space based on dialogue and multiple interpretations of Chicano identity, which may not have been what the Chicano or Anglo-American organizers were bargaining for, but which nevertheless tested how far the post-modern tolerance for equal representations of all authors could be pushed.


From a theoretical and aethetic angle, CARA created dialogue about disporic Chicano/a experiences in the mainstream culture with artwork that announced and confimed endless interpretations of Chicano/a experiences of strenuous working conditions, street life and daily rituals..  For example, in Sun Mad by Ester Hernadez (picture #3 ),  the artists speaks about the experiences of people of colour working in hazardous conditions for economic survival. The piece recreates the Sun Maid Raisin image by introducing an omenous Mexican Calabera/skeleton to replace the represenation of the young woman. Chicano/a art subverted oppression from American and Mexican forms of exclusion by articulating a wide range of silenced cultural experiences and affirming a collective sense of identity.


In the political struggle of Chicana artists to assert their identity as decolonized indegenous female subjects, an appropriation of Christian iconography is apparent in CARA. Yolanda Lopez, for example, reinvents the Virgin Mary to break down the virgin/whore or madre/puta dicotomy and create new images of female and indigenous empowerment. Her portrait of  The Artist as La Virgen de Guadalupe portrays the sad virgin as an invigorated, happy and muscular athlete with running shoes. ( picture # 4) With her traditional starry veil, she radiates with a human halo as she crushes her opponents with her feet in her fight for human rights. The mestisa virgin possesses a snake in her hand, a phallic symbols which represents male power and its condamnation on women with desire as evil temptresses - as in the case with Eve’s fall from grace. In this image, the virgin  has a strong will; she is represented as an active agent of political change through social action. As a factory worker stiching her own heaven on a veil in Our Lady of Gudalupe, the Chicana is empowered to create and reinterpret her undestanding of the world as she pleases ( picture #5). Ester Hernandez also strengthens Chicana pride in La Virgen de Guadalupe Defendiendo los Derechos de los Xicanos (picture #6) through an etching of the mestisa virgen strengthening her techniques in the martial arts. These images establish pre-Columbian indigena pride and produce a new symbols of liberation and cultural history for Chicanas, who are sometimes passified and oppressed with Catholicism, so they can stand up and claim a complete self-represention in the media, education and the arts.  


CARA mediated the postion of Chicanos/as in their socio-economic environment and its systems of  representation ( i.e the media and museums) through a constant act of negotiation not only in the organizational stage but also at the semiotic level with the interpretations of the viewers. According to Homi Bhabha, in such a collective exchange of information a third meaning is created that allows “ an ability to articulate differnces in space and time, to link words and images in new symbolic orders, to intervene in the forest of signs and mediate the incommensurable or apparent contradictions.” 

Rasquachismo:


Rasquachismo is the Chicano practice of resisting hegemonic ideology in visual culture by recycling popular images a nd texts and reversing it in a comical way. The kitch collage of Mexican and American imagery is one of the basic forms of resistance in Chicano art. It is an extension of Mexican hybridity, or Mestzaje, in the American urban landscape. In the case for BOCA, a political magazine about  art and culture (picture #7)  and Guillermo Gomez-Pena’s poem Dislocation. rasquichismo glues together a collage of multiple perspectives. 
   Colin James remarks in his article Mestzaje, Spiritual Soundbites and the Art of Ruben Trejo that mestizaje is  “ unlike the concept of the ‘melting pot’ [or multiculturalism],  tensions between multiple cultures are not resolved or reduced to some inevitable linear process, but rather [they are] in a perpetual state of flux.... No single culture is dominant.” 


Artist Ruben Trejo’s image of the traditional Mexican calabera, or skull, in a wanted poster with English texts is an example of a hybrid Chicano image that uses humour to comment on their socio-economic ralities. In the ink and coloured pencil drawing  Spiritual Tramp of 1994 (picture #8),  he advertises the search for a criminal with a calavera’s head with text that describes that the skeleton “ looks like a Chicano but could pass for a Pakistani and wears only designer clothing from St. Vincent Paul and Good Will”. The criminal is wanted for falsifying Catholic doctrine, cultural piracy and impersonating a multiculturalist. 
 The rewards for finding him/her include a one year supply of St. John’s Bread  and a guaranteed Zen experience.” 
  The art of Ruben Trejo attacks the excessive police surveillance on Chicanos/as  who are portrayed by American stereotypes as having  “ an excess of identity and history.” 
 




Verde doesn’t look like Green




A transparent butterfly dances across trees




of a thousand shades of lime green,




folding and unfolding 




the humid sky




with its glass wings into 




soft spriraling crystals of aire puro. 




The Dormilonas are tall strong and deep green,




with their leaves extended in defiance to the sides, 




ready to close like two clapping hands, 




with the slightest trace of a fingeprint   ; )  




The majestic Ceiba with its 




cien anos de soledad,




kindly extends her braso to offer me her shade 






I take the invitation to sit beside her and watch 




the dazzling spectacle of  fireworks in 




the brilliant shades of verde limon....... 




Verde, verde, que te quiero verde

Hybridity/Mestizaje in the Nepantla or Diasporic Experience:


Nepantla is the Nahuatl word for an in-between state, the 



uncertain terrain one crosses when moving from one place to 



another, from the present identity into a new identity. Th Mexican 



immigrant at the moment of crossing a barbed wire fence into 



a hostile “paradise’ of el norte, the U.S., is caught in a state of 



Nepantla....The marginalized, starving Chicano/a artist who suddenly 



finds her/his work exhibited in mainstream museums....as well as the 



once neglected writer whose work is on every professor’s syllabus, 



for a time inhabit Nepantla.” 


What is this ‘in-between’ place of translation in Chicano art and culture, this third space or new concept, as Derrida would suggest, that has often been referred to as hybridity or mestizaje of disporic-nepantla experiences ? Is it a place where differences are tolerated or accepted  as multi-culti  Diversity/Discovey fans would posit ? Is this place of transition a battleground of ideologies over symbolic representations as Coco Fusco believes ? 
 In this visual space of convergence and seperation between multiple cultures, where even the Virgen the Guadalupe drinks Coca-Cola, there is a personal and collective dialogue of resistance unfolding with the potential to do more than reverse stereotypes in the mundo al reves of humour. In  this space of hybridity or syncretism, a third space is created where power relations that demand that the Other conform to recognizable standards of difference can be negotiated. In Chicano/ art,  visual language, and the power it represents, is discussed, questioned and re-evaluated by talking about the politics of representation in a space of transformation.  

Guillermo Gomez-Pena believes that the representations of mestiso/a experiences, originating from Mexico are already post-modern, even though they have are not referred to with that term. For example, in cities such as Merida, Mayan temples can exist beside Spanish colonial buildings and modern houses from the fifties. In rituals such as The Day of the Dead, Christian symbols are mixed with Aztec idols and symbols from popular culture. ( picture # 9)  In Warror for Gringostroika, Gomez-Pena explains that “

[in] Mexico we are immesed in syncreticism. The Other exists within us. Our survival skills to move lateally and vertically into the cultural Other are quite developed.... Only in the U.S. do Chicanos face their Otheness from the outside rather than from within.” 
 

Coco Fusco also agrees that the post-modern practice of  borrowing  and recycling text and images from a wide variety of sources has been common in Latin American cultures for hundreds of years because of the fusion of European, Amerindian and African people. 
 This multi-centric world view where paradoxes co-exist and visual language seems ecclectic and disjointed represents the both/and thought patterns of Mexicans, Chicanos 

 and many other Spanish speaking cultures. This fundamental difference of spiral multi-faceted thinking in Chicano/a art and culture  may make a difference in either/or Euro-American theories and practices of contemporary art which are now pointing to the inclusion of  previously marginalized cultural groups. 
Hybridity as theory for Contemporary Art:

In this new hybrid space where signifiers appear to be disjointed from the signified meaning that they represent, where form is confrontational but yet unarticulated consciously, new lanuguage could be createed if the image deonstructs ,rather than simply reverses,  hierarchical power relarionships. This theoretical possibility of creating a hybrid relationship between two distinct cultures has been studied by theorists of contemporary art from Latin American cultures such as Charles Merewhether and Guy Brett. 


For Guy Brett hybridity or syncretism is  
, “ ...an artistic process, and its relationship to meaning is the process by which smething new is created that cannot be reduced to either side of two antagonistic forces, or returned to a former ‘purity’. A new ‘in-between’ is created. This is especially true in the context of Latin Ameica where this a kind of duality and feature of culture from the time of conquest up until today -both on the popular and intellectual level.” 
 This new third space implies that the fusion of two r more systems of thought stands apart from the differnt contexts from which they originated through a Derridian deconstruction where ols sstems of exclusion are overturned. In a theoretical equation, this is simple; however, in practical terms, functionning on a terrrain where there is a mutual need to communicate in a metslangugae is difficult. Hybridity asks” to what extent are you willing to communicate in a new langugae of form and text ?”  When this question is framed within a diasporic context of economic and political migration, hybridity can become a site of disagreement because the degree in which ideologies are changed and translated is a choice for some and a need for others. Ben Gennochio believes that the interpenetration of multiple systems of thought that hybridity invites is difficult without a power struggle in the negotiation of ideologies on a personal and public level, as in the case with the CARAS exhibition.


In the translation of world views, were visual information is re-interpreted into a new langugage, Homi Bhabha argues that the the potency  of these new symbols, “ [is] not based on their capacity to hold together al the earlier parts or fuse togethe all the divegent sources of identity, ....[It is] found in the ways they hold  differences together.” 


Charles Merewhether acknowledges the power dynamics inherent in hybrid art and culture nd asks whether it is possible to negotiate and dissolve differnces in this ‘in-between’ state of transition ? Can discourse be pushed outside of the binary oppositions of  “sameness” and “otherness”, where undestandings of the Other shifts in a scale where essentialism is at one end and homogenization is on the other ? 
 Yes. By bringing this question into the political arena of art practice, where forms of self-representaion are possible (i.e. the CARAS exhibition), this positioning of the Other can be opened with new forms and texts.


For Yuri Lotman, Hybridity dissolves any either/or pattens of thought because he adds a multi-drectional layer of history to the semitic construction and interpretation of symbols. “ Culture is thus defined as a system that mediates the individuals’ relationship to their context.” 
 In this three dimensional mode for hybridity, cultures are interconnected and can be transformed through their political, economic and historical relationshp/s. Cultural theorist Nikos Papastergiadis believes this analogous approach to semiology is like “ a river with a number of currents miving at differnt rates and intensities.” 
 


Robert Lotman’s theory, which he refers to as the semiospher, is the “ influence transformation and co-existance within the space of culture.” 
 His organic system of intepenetration where cultures unite and divide presents a model wher self-organization dictates the relationships between different fluid elements. In this semiotic body, he does not address the power dynamics involved in the exchanges of langugaes and histories. However, in this fluid model of hybridity, the idea that the negotiation of different cultures can be improved is implied with importance given to the additional layer of history in semiotic relationships. The need to add political information, as described by the subject, is introduces in the semiosphere so that our understanding of the image in education and policy can be legitimated. 


In theory, then, this process of interpenetration of art and culture does open up a visual space for the co-existenceof  cultural experiences which the art system could one day represent - not in a top down model where there is absolute knowledge of fixed ideas or re-integration of the author but rather with the birth of dialogue as a form of representation of the image. 

Discussion/Conclusion:

Chicano/a art emphasizes the importance of dialogue in the negotiation of  identity and democratic representation in the public sphere. By adding a new dimension of time to semiotic equations (i.e of Samuel Pierce), it creates a third space for a potentialy endless articulation and exchange of multiple histories. Hybridity or Mestizaje articulates a pattern of thought in language where seemingly disjointed and patisched relationships can exist together in a creative tension of opposites. Chicano/a art breaks the depoliticized dilemma in post-modernity where style is given importance over content with its political representations of resistance and affirmation. If there is more space for the articulation of  these diasporic experiences in the political economy of signs of today, is it because funding of art institutions is coming from many directions now ? Does this self-representation at the margins imply a deregulation at the centre ? If so, where and with who is this dialogue and negotiation between the colonizer and colonized now ? 




Performance  Funeral 




( San Francisco, 1990)




I am currently organizing my own funeral




the press release states:




“authentic” Latino Performance artists




indocumentado # 00281419




dies on stage from consciousness attack




the critics chant in chorus




‘we finally got it




we finally got it’




he leaves a one year old chicanito




5 books in progress




25 unedited videos




96 unpublished scripts




all passionately staged




in the most unlikely places




like convents, cantinas and detention centres




the community is invited to attend the ceremony




at the museum of Lost Identity




direccion conocida USA




there will be lots of colourful surprises




a norteno group on the left wing




a punk band on the rigt wing




a 10 metre tall multimedia altar




on the main hall




despite his will




Coors wll donate the beer




& El Torito, the barbecue burritos




don’t hesitate to attend even if only as a corpse




we expect something real crazy from the guy




as we all know, 




Latinos are unprdictable by nature




signed: Border Brujo




by Guillermo Gomez-Pena, 




Warrior for Gringostroika

Bibliography: 

books: 

Brett, Guy. Transcontinental: Nine Latin American Artists. Verso, London, 1990, p. 5-55

Day, Holliday/Sturgess, Holliste. Art of the Fantastic: Latin America, 1920-1987, Indianapolis Museum of Art, Indianapolis, 1987, pp. 7-50

de Alba,Gaspar.  Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 1-236
Frances, Richard, Negotiating  Rapture: The Power of Art to Transform Lives ( essays by Homi Bhabha, David Morgan and Lee Siegel), Museum of Contemporary Art, Chicago, pp. 2-18, 28, 48-63
 Fusco,Coco.  English is Broken Here: Notes on Cultural Fusion in the Americas, The New Press: New York City, New Tork, 1995, p.1-201

Gomez-Pena,Guillermo. Warrior for Gringostoika:essays, preforming texts and poetry, Graywolf Press, Minnesota, 1993, p. 1-150
Ziff. Trisha. Distant Relations: Cercanias Distantes/Clann I Gcein, Smart Art Press, New York, pp. 89-102, 105-115, 156-164, 226-228
magazines:

Amor, Monica. Cartographies: Exploring the Limitations of a Curatorial Paradigm, Third Text, Vol 28/29, Winter 1994, pp. 287-193

Bhabha, Homi. Culture’s In Between, Artforum, vol. 32, S ‘ 1993, pp 167-8
Genocchio,Ben.  The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, pp. 3-12
PapastergiadisNikos. , Restless Hybrids, Third Text, Vol. 3, Autumn 1995, p. 13

Parry, Benita. Signs of Our Times: A Discussion of  Homi Bhabha’s The Location of Culture, Third Text, Vol 28/29, Autumn/Winter 1994, pp. 5-24

Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.75-85
Pictures:

BOCA: arte, politics, cultura, October 2000, Los Angeles, Volume 3, Number 4, Monthly, cover, p.11 
de Alba,Gaspar.  Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, pp. 89-90, 140, 221

Gomez-Pena,Guillermo. Warrior for Gringostoika:essays, preforming texts and poetry, Graywolf Press, Minnesota, 1993, p. 134-139
Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.77
�  (Oriana Bradley, New Art from Latin America: Expanding the Continent, Art and Design, London,    U.K., 1994 ) taken from  Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 7


� Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 5


�  Leopoldo Castello, A History of Latin American Art from Pre-Colombian Times to the Present, Frederick A, Praeger, New York, 1969, p. 12....taken from Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 7


 


�  Guillremo Gomez-Pena, Warrior for Gringostoika:essays, preforming texts and poetry, Graywolf Press, Minnesota, 1993, p. 48


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 91 


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 92


�  Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 1


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 91


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 97


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 97


�  Frances, Richard, Negotiating  Rapture: The Power of Art to Transform Lives ( essays by Homi Bhabha, David Morgan and Lee Siegel), Museum of Contemporary Art, Chicago, p . 7


� Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 97


� Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.77


� Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.77


� Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.77


� Samson, Colin. Mestizaje, Spiritual Soundbites and the Art of Ruben Trejo, Third Text, Vol 32, Autumn 1995, p.78


� Gloria Andladua, “ Border Arte: Nepantla, El Lugar de la Frontera, “ in La Frontera/ The Border: Art about the Mexico/United States Border Experience, exhibition book (San Diego: Centro Cultural dela Raza and Museum of Contemporary Art, 1993), 110.......taken from :


Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 80 Gaspar de Alba, Chicano Art: Inside/Outside the Master’s House, The University of Texas Press, Austin, 1998, p. 91


� Coco Fusco, English is Broken Here: Notes on Cultural Fusion in the Americas, The New Press: New York City, New Tork, 1995, p.25


� Guillremo Gomez-Pena, Warrior for Gringostoika:essays, preforming texts and poetry, Graywolf Press, Minnesota, 1993, p. 18


� Coco Fusco, English is Broken Here: Notes on Cultural Fusion in the Americas, The New Press: New York City, New Tork, 1995, p.154


� According to Ben Gennochio hybridity and syncretism are not intrechangeable terms, “ syncreticism evades reduction to an originary and hierarchical opposition between sameness and difference.”


Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 10  


� Guy Brett, ‘Being Drawn to an Image’. The Oxford Art Journal, Vol. 14, o.1, 1991, p.8....taken from


Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 10


� Guy Brett, ‘Being Drawn to an Image’. The Oxford Art Journal, Vol. 14, o.1, 1991, p.8....taken from


Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 17


� Guy Brett, ‘Being Drawn to an Image’. The Oxford Art Journal, Vol. 14, o.1, 1991, p.8....taken from


Ben Genocchio, The Discourse of Difference: Writing Latin American Art, Third Text, vol. 43, Summer 1998, p. 11


� Nikos Papastergiadis, Restless Hybrids, Third Text, Vol. 3, Autumn 1995, p. 13


� Nikos Papastergiadis, Restless Hybrids, Third Text, Vol. 3, Autumn 1995, p. 13


� Nikos Papastergiadis, Restless Hybrids, Third Text, Vol. 3, Autumn 1995, p. 13





PAGE  
2

