
T E R R I T O R I E S 

"l"(iii\ (Capellán ( I aiiil)()i'il. Doniinlcan 

Hcpulilic. 1')55) is oiie ol' I he iiiost 

\ciMatilc. |)i'(iv()culiv(' and (•(inlr(i\er.sial 

ai'lisls in llic coiilciuiioraiN arl scciie oí 

lilis small Aiilillcaii ¡slaiiil. \\ illi lii.s 

iniíalc \()calii)ii l'oi' inixiiii; iicw poclical 

tendencies aiiil alieadx-i'xisliiig 

foncepls. liis woik duriiiíí llic la.sl 15 

vears has s|)aiiiipd a w hdlc lange oí' 

i'livlhmic s('(|ueiici's and vchcineiit 

iiegaTions tv])¡cal oí dic artisl 's gilí íor 

eiidle.SH iiigeiiuil\ and his in.saliable 

thirst íor cieatioii. 

Looking at his woi'k wc can see 

how íonv •inilitalcs wilhin the select 

gronp oí ailisls w lio niakc np ihp new 

Caribbeaii avaiil-garde. By ihis I reíer 

mainlv to Puerto Rieo. C^ilia. ihe 

Dominican Repnhlic and Janiaica, bul 

also to .some individual artists working 

in olher islands; Minerva L^auííer. 

Nelson Garrilho aiKÍ Jeaiine (irigori in 

(aira(;ao: Rlvis López in Arnba: Mario 

Benjaniin and í^doiiard Diival-Carrié in 

ílaiti: Aimalee Da\ is and Gavie Henuick 

in Barliados: Thierrv Alet in 

(¡iiadclonpe.- and Krnest Brelein' and 

Marc Latainie in Mai'tini(|ue. These 

artists. srattered ihroughonl ihe rosary 

oí the Anlillean chain, a t lark the 

ethnoeeiitrisni still ])revalent in tlieir 

societies, by íoriiiing a d\iianiic 

relationshi]) wilh tlie nontis oí 

iiiternational ;nt wliich ihev tlien take 

OH as reíereiiee points íor local 

expression. Tliev asserl llieir 

nonconfoiinitv \\itli certain slereot\pical 

notions oí lite exotic tropics. identiíied 

years ago b\ the artisl and crilic Rene 

Lotiise írom Martini(]iie., and 

appropriale new. sophislicated 

iangtiages with which to develop new 

iinages. The resiiit is an iinpi-ejiidiced 

íiision oí dominanl post-modernilv 

inixed with cerlain aspeéis oí ihcir own 

eonteinporary cultiu'es and societies. 

An overview oí the interiorities oí 

Capellanes personal ieonographv -

inclüding Olmcsiones colidiiuKi.t 

(exhibited in .june 1088). Milologíaxy 

rilas (1990). Mi/os del Cnrihc ( l ' ) ' )2) 

and Mtíi'clid Forzada (I*)*).")) - reveáis 

ihc plelhora oí cxpressivp proposals and 

conceptual nioli \at ions. A recurring 

evcle oí imagerv is construcled: it is 

CNclical. IH}!!! in lile inini<'(liac\ oí 

reality. jiassed througli ni\ ih and fiíialK 

relurns to the coiuingencies oí 

overwhelniing and drainatic (|notiilian 

coiUexl. 

One oí the ke\' íaetors in 

(Capellán s arl is his a|)|)a]'enl disinlerest 

in creating original pallcrns. l ie seeins 

to coiiíirm C;ianni \ altiino s thesis llial 

"noveltv is no longer an iinpoiMant 

valué ". and lie parlake.s in a gante oí 

sednclions and "inipurilics . lliis 

coinplex ítision oí sfyles and disciplines 

shows liiiu lo be a well-established, 

nuilti-faciied arlisi: a man oí alinost 

cannibalistic, all-encoinpassing visión, 

successftil in the fields oí graphic work, 

drawing. painling. installalions and 

en\ iroinncnlal ai i . Klaus Steininetz 

would sav that ihis can be seen in his 

abilitv to nierge llie inipressions oí 

various ai'tisls and readjnsl llieni in a 

new ritual, therebv creating higlilv 

personal and iiniisualK poweríul work. 

(japellán leads iis ihroiigh the vast 

repertorv oí ( 'aribbean islaiid reality, 

populated b\ diííerent scales oí lime and 

spaee. centnries and geogra|)lües. Irom 

ihe archaic depths oí native indigenous 

cominnnities lo an encoiinter with our 

so-eallcd end-oí-lhe-nnlleiininm 

inodernilN - or posl- iuoderinu . 
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Tony Capellán. 

According lo Néstor Carcíu Canclini. ihe 

artist carries out a represeiitational 

opcialion iii wiücli down-lrodcleii iiistory 

and livbrid contemporary society co-

habit und inleract. Iii the midst ol' this 

whirlpool. iinages which reseiiible 

Corlázar 's ideas aboiil tlie immanence oí 

"an all-devouring past" show evolutioii's 

capaciTv for condensing historv. as well 

as the tragic natural conl'hieiice of past 

and |)resent and ils link with Antillean 

historv and civilisation, 

It was the prints, drawings, 

paintings and installations based on 

inytholügy which initiallv bronght Tün\ 

Capellán siiceess in a regional conlext. 

During the 80's . investigations inte an 

ancestral ]3ast and the questioning of 

culltü'al assumptions look on a new 

Tony Capellán. 



dimensión, as artists began re-evaluating 

the role played by tradition in creatíon, 

which had always been defined 

theoretically by ontological limitatíons or 

anthropological research. The use of 

pre-Columbian and Afro-Caribbean 

icons, symbols and mytho-poetic or 

philosophical characters became more 

widespread. 

Between 1990 and 1993 

Capellán's interest in the wealth of 

myths in Latín American (which, as 

Carpentíer points out, have long been 

buried in Europe) may have been 

influenced by both endogenous and 

"exogenous" factors. The first refers to a 

clear hnk between the history of 

Dominican art and a magical, syncretíc 

reUgious universe, which was first seen 

in the 40's in the pioneering work of 

Darío Sm-o and José Gausachs and still 

continúes in the more recent work of 

Antonio Guadalupe, Alonso Cuevas, 

Manuel Montilla, Radhamés Mejía and 

Alberto Ulloa, in the mythical reality of 

Quisqueya. The second, extemal factor 

concems the gradual rediscovery of 

complex Afro-American and Afro-Cuban 

cultural myth-symbols in Cuban art 

from the first half of the 80's onwards. 

These myths have been reinterpreted by 

José Bedia, Juan Francisco Elso, Ricardo 

Rodríguez Brey and Santiago Rodríguez 

Olazábal, among others, who have 

employed formal lexicons and 

conceptual strategies taken from 

conceptual art, land art and arte povera, 

in what Gerardo Mosquera calis 

fragments of living mythology used to 

"develop a metaphorical-phüosophical 

reflectíon on man, Ufe, natiu'e and 

society, linked to ethical consideratíons 

which constítute oiu: visión of the world 

'from the outside in'" (1). 

The work created during this 

period shows greater affinity with Bedia 

and Olazábal's anthropological currents 

which refer to the traditional concept of 

Latín American and Caribbean people. 

Thematically it finds inspiration in 

elements of popular culture, not by 

imitating it but by recuperating the 

symbolic paraphemalia of their 

environment from a personal viewpoint. 

In his paintings and installations. 

Capellán descends to the "hidden 

depths of Dominican nature", in the 

words of Manuel Nuñez. He goes deep 

down into an iconographic tradition 

which has belonged to the Antilles since 

pre-Hispanic times. In this sense, his 

visual manoeuvers reconcile 

anthropology with archaeology. Oil 

paintings and acrylics on canvas such as 

Altares profanos, Símbolos rotos. Así en 

el cielo como en la tierra. Mitos del 

Caribe, Interrogatorios febriles en el 

dilema del Caribe, ...all demónstrate 

this ancestral communication which has 

now been replaced in our memory 

thanks to an imaginary archaeology. 

These two-dimensional pieces are 

divided into small independent squares, 

in which Capellán inserts tiny signs, 

fragments and figures, just as an 

archaeologist processes and identifies 

every excavated object. The pigment's 

sand-like quality also contributes to this 

association with archaeology. We can 

only understand the disconnected 

images by unifying all the squares, in a 

process which reinforces the idea of 

catching up with history by 

following the track of man and his 

disco veries. 

Capellán's installations, on the 

other hand, are closer to the theatricality 

of rituals. These three-dimensional 

pieces are influenced by ancestral 

mythology which brings sophistication 

and natural archaism together, in terms 

of meaning and interpretation. As in arte 

povera, he incorporates simple material» 

of non-industrial origin into his art: 

earth, wood, cardboard, metal, séeds. 

Amable López evaluates the power of 

symmetry in his compositions as "a door 

to perception and aesthetic valué giving 

rise to a discourse and series of concepts 

which lead us to the wondrous birth ¿md 

transformation of a new ethnicity, 

evident in his legends, spiritual rhythms 

and use of colours..." (2). 

In his work, Capellán exploits the 

similaríties between mythical structures 

and the foimdations of harmony. In this 

way, he perpetuates myths by means of 

an allegorical, "frozen" projection of. 

rituality, which he manipulates and 

conjugales within a specific time-space 

context. The striking symmetry of his 

installations puts into order not only the 

signs and icons of pluralist evolutíon 

which was open to Western influences, 

but also the rituals and mythologies they 

disregarded. Henee the importance of 

constant references from the indigenous 



lOiiN (i;i|i('lláii. íji sdhiditrín, l')*'."í. liisialhilion. 

A l ' r o - d a r i h b e a n wor l i l lo lili- cyc lcs of 

ear l I iK cxis lc i icc . lo co sn i i r r i i c r g \ . lile 

a i id (Icalli . í c i l i l i n a n d i i i f c r u l i u . 

(•a | ic l lá i i l l i c r c lo i i ' i i iakcs iicw n u i l i s li\ 

i inc ik i i ig llie c r e a l i v e sp i r i l . llic ¡ina<j;e ol' 

i i n l l i s ¡n oi i r inc ino iA. l i e l i i n i s lo 

iii\ l l ioloíí ics ¡M llic p r o c c s s ol 

coi i ís l i iKi ion. a s (iai' |)ciil¡('i- woi i ld sav : 

incoii ipIcK' l i i s lo i ics llial coi i l ' inn llic 

i i i a i i -na l i i r c i('lalioMslii|> wliicli l i rca l l i cs 

liíc ¡iilo aii u n i i a i n c d MIIÍNCÍ'SC. 

Howoiver , ' l \ i n \ (Capellán s a r l i s l i c 

p r o d i i c l i o n l ias iiol hcci i l i in i lcd lo l l ipse 

¡(leas. ( ) \ c r I lie lasl •! y i 'a rs lie h a s 

fí iai i i ialK a l i a i i d o n c d liis p i cx io i i s pa l l i . 

Iii l')').'i ( i apc l l á i i p rcsc i i l c i l \ a r i o i i s 

iii\ lliolofíical p i c r c s ¡ii l lic \ o l i i i i l a r i a d o 

o í llic M u s c o d e las C a s a s Kcaics , iii 

SaiiUi Doinií iu 'o. a s well a s in s l a l l a l io i i s 

wliosi ' l i l lcs o l ) \ ¡o i i s lv s lc ín Iroiii llic 

g r e a l da iK d i l c in i i i a s of C a i i h l i c a n 

pcoplc: Ojalá í/iic Huera cajc and A7 

hocada co/idiaiía. l i l i s w d i k uses fo i ins 

wlucl i rcriccl l l i r iw i s l cn l i a l a l i o n a l i o n 

SIIUVIIMI I ) \ p o s l - w a r . pos l -co lo i i i a l 

s o r i c t v . a iu l a i m s lo r e c u p é r a l e l l ie l i sks 

wliicli s i n i d i n i d ihe ar l i s i an<l a l í ee l life. 

O n e o í llie a i l i s i s inaii i l l ie ines h a s 

heen llial ol mi j i í a l io i i . l l i e h i s lo r i e íliix 

ol p e o p l e p o p u l a l i i m lile ( i a i i l i hea i l 

is la i ids h a s reci ' iilK l i i n i e d ¡nio aii 

i i i i p reeede i i l ed i in i ; r a lo r \ i re i id . 

¡<leiil¡íied l)\ C a p e l l á n iishiji s n i t c a s e s 

a n d a i i p l a n e s as \ ¡>ual icoiis. Bul . n i i l ike 

o l l ie r a i l i s l s ^nelí a s llie ( i i i l ian S a n d r a 

H a m o s wl io has a l so iised ihe s n i l c a s e a s 

a p e r s o n a l sxrnhol h)r I ravc l l in i ; a n d 

m o l i i l i u . C a p e l l á n n l a k e ^ lliis poeirx a 

soeiolo<;¡cal d i s c o u r s e ¿ilioul ihe r e a s o n s 

p e o p l e a l i a n d o i i l l ieir l i o iue l and ¡n 

nolor io i i sK p reca r i í j u s e o n d i l i o u s . . \ r l 

l ieeonies a p a r l i e i p a l o r \ ' <;aine wi lh ihe 

sp i ' c l a lo r . s i i ek inu liiiii m a d n a l K ¡nlcj llie 

r mrr rrf 

lOux (Cape l l án . I i i s l a lh i l id i i . 
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(I('|illis (il COII I 'CI ÍM' <'\|>i'i¡('iir('. Ma i i a i i i i c 

(!(• IOlc'dd (•|a|•i^il•^ lile rnciii i iní; ol llii-. 

w o i k : •• lOiiN s inslal larKii is c x p a n d ¡ii 

real an i l \ ¡ i lua l ^ p a c c . l o i ' ( 'xaiiipli ' . llic 

\ \ a \ he (li^tl•illlll(•^ liis s i i i lcascs . his ION 

a i r p l a i i c s ' a m l w i i r ^cicci is ¡n a 

l io í izd i i la l a n d x c r l i í a l . ci'i.ss-ci'ossiiig' 

('(iiiipoí-iliciii. Idicch lis lo inoxc oi ir 

ccciiHiniir. social . n i \ l l i o log i í a l . p e r s o n a l 

i i i l c ip i i ' l a l io i i s . . . (.'}). 

Iii lilis \ \ a \ . a i l a l l ow s (!api ' l lái i lo 

cxpla i i i a n d iiili'i p i e l l i le. I li' a l w a v s 

(loes lilis ii\ cxplor in j i i i ncc i l a i i i . s l i akv 

u r o i i n d . I lis la lcs l i - \ p l o r a t i o n s l l ave 

i i iMiKcd lile l l i en ies of de lc i i ce l e s s cl i i ld 

\ i ( i i i i i s iii lile p i o l i l a h l e i n l e n i a l i o i i a l 

T d i i y C a p e l l á n . I l i s l a l l a l i n 

\ i s io i i . o n r l iead. o n r wl iole l iody. Il is 

jiisl lile l ieij i í inini; o í liis ¡ i l iense 

p e r s p c c t i v e . T l i e n . a f le r o l i s e i \ iiig l o i i \ 

eve r -p re se i i l aes t l i e l i e p i o p o i l i o n s a n d 

i h e l i e l ines s ol' llie p o o r i n a l e i i a l s . o n r 

eve dri l ' ts l o w a r i l s e a i l i p i eee ol 

lu í>gage ' . . .a i id l a i - o l l p l a c e s a w a i l i n g 

US... l i i i a l K c o m e tlie po l i l i ea l , 

n i a r k e l of l i i n n a n ( i i í ians . llie laek oF 

l iasie n i i l i i l id i i . Iieallli a n d e d n e a l i o i i l'or 

nii l l ioiis (iC e l i i ld ren in llie .Somli. a n d 

lile e n d l e s s l i a r a s s n i e n l s n l í e r e d li\ llie 

"í l i iests al a de le i i l io i i ee i i l r e lo r \ ( in im' 

o lTende i s in liis e o n n l r x . ( i a p e l l á n s skill 

a s a e r e a l o r ol i n s l a l l a l i o n s is i i i e reased 

li\ Usina liiige s p a e e s . p e r l i a p s l i e l le r 

ea l l ed a l i n o s p l i e r e s . In d iese , lopo log iea l 

l u a k u r o i i i i d s a n d al le í jor ieal re l 'erences 

a r e r e p l a e e d l)\ l i le ra l i iess a n d i i a i r a l i v e 

a e c o i i n i s . l i i s r epe l i l i on o í s\ i i ihols a i m s 

lo u i i e o \ e r eoin-erfíiníí iii\ llioliifiies. a n d 

liis l ia l IneinaloiN v i s ions a r e i n e l a p l i o r s 

íor l iope a n d i l i s i n a \ . " i ronx a n d p a i n , 

in llie \ \ ( i rds o í llie a r l i s l . 

T o n y t a p e l l á i i de lves 

w l io le l i ea r ledK ¡iilo e o n l e i i i p o r a r v 

r i m á i s . I lie i n l e r - l e x l i i a l f í r a inn ia r o í liis 

i n s l a l l a l i o n s a n d a l n i o s p l i e r e s s e d u c e s lis 

wil l i t h e p o w c r ol ils \ a r i o u s 

i i i l e r p r i i a l i o n s . \ \ e c a n see llieiii a s llie 

resiill ol lo ia l c i i l l i i ra l s i l i i a l i ons or a s 

i i i l e r i n e d i a i i e s íor i i n i \ c r s a l . i i i ler-

ci i l l i i ra l e .xper iences . {Capellán e , \ploi ls 

lile cnipalliN l i e lwcen i n \ l l i i c a l a n d 

social d i s c o n r s e : liis iiixlli. lie il real o r 

i i n a u i n a i x . is l i ronui í l lo lile li\ aii 

.Anlii lean in i ina i i i s in no i i r i s l i ed li\ 

in\ lliolouA s li\ po l l i e l i ca l a l i i l i u lo 

r e s l o r e a i i lopiai i soc ie lx . 

Noles 

1 ( ierardo .\los(iuei'ii. ".luán I-raiiciscn l'.lse. 

Essay lili .Viiieriea . I lavaiia. s.p.. l')fS(i. 

Mosiiuera iiiiiei'iiliali-^ \\\- clisciissioii (iii 

llir ii.-.(' oí c().-.aii>ií(iiiical. pliilosopliieal and 

ieoiinurapliie ejeiiieiil,-- Iroiii . \ t ro-

.\iiieiiiaii iiiaiiical reliiiioiis .svsU'ins in tlie 

wiiik iil ' iiinlenipurarx (iarililicaii arlksls. 

\\ illi lelciciiee lo lilis, see liis lexl ••.Vírica 

(leiilrn lie la |)lásl¡ca carihefia". in l'hl^lica 

ele! Calille. I la\ai ia. í.ililorial l.elia^ 

Cubanas . !<)!!'). | . . l ; r - l ( ) 4 . 

2 Amable López. •Las iiislalaciimes ile rony 

Capellán: niilologías de un ser 

piilisiiiiéiien ; Ca|)elláii. .Miloliigías \ riliis. 

Sanio Domingo. !')<)(). 

• i Marianiie de Tiilenliiiu. "Las ¡nslalae¡l)Ill•^ 

|>oli\aleiiies lie Toin (iapellán: oira l'iirma 

(le expol iar el alma . l o in Capellán, 

í'.xporlailores de alnia^. Sanio Domiiigü. 

.Museo (le , \ r l e Moi j en i i i . I ' ) l )- | , 
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