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flismis.sal oí conceptual, post-miniíualisl 

and liybiid strategies involvinj; 

[)hotogra[)li\, liigh teclinologies and 

iustallatioii. Such an operation forged 

the canon of Chicano and Latino-

Aiiierican painting. and iniplanted 

sculptiirp into í'olk art derived l'oiins 

or niodernist endeavors tliat paid little 

atlention lo coniplex issuess involving 

spatialitv and site. 

Tlie sunev estahlislied 

lioniogeneous institiuionai standards'. 

in botli nuiseuins and in the niarket: 

cnltnrallv. il inarked aml acceleíated the 

so-ealled Latino Boom of the late 

1980's and early 19Q0's. Ainong the key 

Chicano and Latino-Ainerican 

e.xhil)itions that afi'innefl. probleniatized 

aiid/or critiqued the siirvey of thirty 

(íainters and sciilptois are: l̂ es Denions 

de Auges: 16 Artistes (^hicanos Antoiir 

de Los Angeles' (1989: .Nantes. Paris. 

Barcelona): 'Cerenionv of Memory: 

New F^xpressious in Spiritualitv Among 

Ihspanic Artists' (1989: Santa Fe. 

New México); Ĉ ARA: (Ihicano Art: 

Resistance and Affirmation' (1990: Los 

Angeles): Made hi Aztlan' (1992: San 

Diego); Revelaciones/ Revelations: 

Mispanic Art of Evanesceuce' (199.'3: 

Ithaca, New \ork) ; and (^eremonv 

of Spirit: Natiire and History iu 

Conteinpoiary Latino Art' (1993: San 

Francisco). 

IV 

One wa\ out of the one-way street oí the 

notion of diversitv and its reification 

in an etlmic ontology. is to posit the 

issiies aroiind the formal strategies at 

work in (Chicano and Latino aesthetic 

practices and how these relate 

dynaniically to broader coiitemporary 

and global concerns. Wliat is expressed 

of a given Chicano/Latino-American 

experience in art. as well as how it 

ilhistrates identitv-driven agendas, 

become the vahíe of art in identitv-based 

constructs. To go beyond identitv. 

(Ihicano and Latino-American art 

reqnire the very same seriousness and 

complexity with wiiich all other 

comcniporarv artistic pra<'tices are 

addressed. Namelv: addressing issiies 

pertaining not oiily to class. gender. 

sexual practices. and cultnral/historical 

specificities. but also to how these relate 

dynamically to its fonn and fimctions; to 

its [)rodnctioii; its contextualization: its 

exhibition and collection ¡¡ractices; and. 

its place in the niarket. Taken together 

and played against each other. lítese 

aspeéis can begin lo nudo the reification 

and devaluatiou which (Ihicauo and 

Latino-Anierican ait havc imdergone. 

A blind spot ihat still hannts 

(;hicano art discoinses regards 

operations and strategies involving 

Irauslation. The dcsire and exasperation 

to auihenticale diversity have 

undervalned or overlooked the 

traiislational character of Chicano 

cnlture. Waher Benjaminin's dictum on 

iranslation. as an operation that "passes 

through continua of transformation. not 

abslract ideas of idenlity and similaritv " 

(4). is pcrtinent. Froin a Chicano 

localion. difference is that which 

involves and resists Iranslation. while 

reniaining firmly embedded hi it as 

])roccss. Difference resists equivalents in 

languages and cultures. What inakes 

(Chicano art a differentiating praclice 

is its iiegoliation and Iranslation 

involving Iwo languages, whether these 

are alive sininltaneously or lurkiiig in its 

synlactical snbstratiun; regionalisms 

wilh diverse histories: Üved. recalled 

and/or inveiited displacements: various 

cnliural zones such as rasíiuachisino' 

(5) and •domeslicana' (0): múltiple 

cultures. Translatioii and difference 

havc etnpowered (Chicano art. allowing 

il to inake and partake of a social 

iniaginary nnrtured in and between 

México and the United States, and most 

recentiv, with Latino-Americans. 

displa(;ed bv economic and polilical 

circninstances. that for the most pan 

resiilt from I .S. policy. Chicano art is 

not the ail of the other México (7). ñor 

is it merely pan of the diversity that 

niaki-s the art of the Lnited States 

a multicultural inosaic (8). (encano art 

has aii inter-naiional character. 

originating in a particular cultural and 

historical cartogrtiphy; and as its 

location of culture shilts. it become.s' 

more conditioned by its enminciaiive 

strategies in múltiple siles and 

lemporalities involving impulses 

inscribed in globalization. In this sense, 

Chicano art can be a critical site and 

vehi<'le to undenniíie nalional niaster 

narralives on and froni México and the 

I iiited States. 



Armando Rascón (1956), born in the 

border town of Calexico. California, 

is a cross-media artist. curator, gallery 

director, and cultural activist - he is 

currently an Art Commissioner for San 

Francisco - where he is engaged with 

language and the (re)production 

of múltiple identities resulting from 

dynamics of representation and power. 

Initially a painter, Rascón now works 

primarily with site-specific installations 

that utilize interactive high technologies 

and diverse appropriation strategies. 

Early on in his trajectory, Rascón 

was concemed with thematic and formal 

issues involving the presentation of data, 

narratives, discourses and imagery as 

a means of empowerment. In two 

interrelated projects, The 'Multicultural 

Reading Room' (1991: Chicago) and 

'The Socio-cultural Reading Room: 

Center for Research and Information' 

(1992: Santa Barbara), Rascón worked 

with public sites to créate social 

spatialities of knowledge and power that 

question how and why one arrives at 

opinions and positions that can be 

vehicles that (re)produce the established 

reality or engender consciousness and 

and its critique. In, 'Artifact with Three 

Declarations of Independence' (1991), 

Rascón incorpórate» three key texts 

of the Chicano Movement with 

appropriated photographs. The texts: El 

Plan de Delano (1966), Plan de la Raza 

Unida (1967); and, The Spiritual Plan 

de Aztlan (1969) in a ready-made 

gesture, are reconfigured as art, rescued 

from oblivion. and placed back into 

circulation, By and large, the 

photographs belonged to a 'chicano 

compendium' of representations that 

have aided in forging identity. 

Linguistically. they seem to have the 

same valué as signs usurped from one 

domain and re-inserted into another 

context. Dialogically, they trigger 

meaning off each other. The artist 

makes them come alive again. To cite 

Mikhail Bakhtin. "nothing is absolutely 

dead: every meaning will have its 

homecoming festivaF (9). 

In two interrelated large scale 

works, 'Xicano Anesthetic' (1994: New 

York) and 'Occupied Aztlán' (1994: San 

Francisco), Rascón addresses the 

fashioning of the self in relation to 

broader issues of memory and its 

deployment, as well as, the formation 

and function of the social imaginary. 

In both multimedia interactive projects. 

Rascón incorporated found objects, 

appropriated images and texts. Framing 

the written and visual material, is an 

audio work: 'Sound Piece for Sanipled 

Chicano Victory Applause' (1991). 

The presentation of documents involving 

the self (young Rascóni's graded 

elementary school tests on California 

and Mexican history) work as a social 

metonymy, giving both works a 

powerful yet personal social dimensión. 

The self, like a tongue that refuses to be 

tamed, attests to how experience 

contradicts discourses that seek to 

impose other versions and speak to and 

for it. correct it. Like in Adomo's adage 

on lyric poetry, one is reminded that the 

most personal may be the profoundlv 

socially sound and subversive. 

In both works from 1994, 

the conceptual anchor is the Treaty of 

Guadalupe Hidalgo, the foundational 

text that made Mexican-Americans of 

those Mexicans who opted to stay north 

of the borders as demarcated by the 

Mexican-American War of 1848. 

The text, now back in circulation, 

is an arena of múltiple signification; as a 

ready-made it plays with losing its aura 

of authenticitv. Yet. in such a political 

terrain, no linguistic operation can 

merely be seeking to replace the discrete 

object. Rascón, like other Chicano artists 

inscribes himself in a tradition that 

works with conceptual art through other 

strategies. As Mari Carmen Ramírez has 

sharply noted, in art from Latin 

America, "the ready-made is always 

charged with meanings related to 

functions within a larger social circuit" 

(10). 

For manv, especiallv those who 

confront the original document for the 

first time, a combination of rage, 

suffering and melancholy ensues. 

Yet before one becomes romantic, one 

realizes that one is in a web of concrete 

visual and written evidence. A myriad 

of estranged, familiar, controversial and 

forgotten information and images of 

diverse media - contemporary images 

of border culture; historie stereotypic 

images of Chícanos; powerful icons 

of Chicano self-determination; 



the inventorv of available infonnation -

all genérate other wavs of feeling and 

reflecting on histon' as a lived 

experience. An other mapping of the self 

takes place: an other topography of 

territories is charted (many of which are 

still contested). 

VI 

San Antonio bom Tejano. Jesse Amado 

(1951). is an artist who works in a 

variety of media and stvles that are 

nonetheless conceptually consistent. 

Like the early work of Bruce Nauman, 

Amado selects his media based on each 

particular project as a site for material 

self-referentiality and social critique 

in an oblique and at times, enigmatic 

manner. Amado plays with irony 

regarding the expectations of how 

Chicano art 'should look'. which he 

certainly delights in undemiining. 

Linguistic puns and twists, 

serialization and performativity, inform 

his work, which is indebted to the post-

minimalist revisión of arte povera, the 

figure of Joseph Beuys and the tradition 

of Chicano material craftsmanship. In a 

site-specific piece utilizing pork lard for 

FAT: an Exhibition of Culinary Work 

(1993: San Antonio), the reference 

to Beuvs' healing and shamanism were 

present, as were tongue and cheek 

allegories surrounding Chicano popular 

traditions of gastronomy that are proven 

to be unhealthy, triggering a gestural 

and obsessive wall work with grease. 

A similar operation took place with work 

that resulted from his residence at 

Philadelphia's Fabric Workshop (1991). 

Amado sculpted fabric pieces that 

evoked male and female sexual organs 

not through their shape but also by the 

manner in which Amado worked layer 

upon layer of felt held together by 

threads and zippers. The juxtaposition 

of materials along with the ritual 

manual process involved. again brought 

to mind Beuys' work, in this case, 

his felt pieces, but also referenced 

Amado's occupation as a fireman, 

a profession in which he must wear 

layers of clothing for protection. 

Amado privileges process and its 

ritual/everyday marks on the site. 

In 'Taking Liberties' (1991: Houston), 

a three-person show revolving around 

the theme of censorship and civil rights. 

Amado worked in a variety of manners 

with such a politically charged issue. 

In 'The Guarantee Tums 200' 

(A Passion Play of New Criticality). 

a direct reference to the anniversary of 

the Bill of Rights, Amado placed a series 

of doves in cages suspended above 

minimal blocks topped with copies 

of the Bill of Rights. The birds defecated 

on top of the texts and filled the room 

with the smell of their bodily functions. 

In an accompanying piece of minimal 

sculptural wall pieces, 'Challenged and 

Removed' (Oíd Sins in New World), and 

'The Permissive Muse' (The Remainders 

After Having Fallen), the reference to 

censorship was round-about. It rested 

conceptually on the architectural 

dimensión of the work and the desire on 

Amado's part to read freely. Process 

and marks were also dealt with in the 

installation 'Institution' (1991), which is 

composed of a series of lead beds with 

lead covers suspended from the ceiling. 

The piece revolved around 

the architecture of sleep and the 

institutionalization of confinement. 

This work had a poetic and engaging 

quality, one where correspondences were 

implied, where meaning was only 

suggested and much was left to the 

viewer. 

In 'Lilly Pond' (1994), pari of his 

site-specific work, MCMXCIV, executed 

at a residence at Bemis Center for 

Contemporary Art in Omaha, Nebraska, 

served as a metonymy for the baroque 

theme of the memento mori . Through 

one contained and calculated gesture: 

the cutting of calla flowers from their 

stems. Amado paid homage to the 

centrality of the flower as 

a metaphorical matrix both in the Meso-

American and Baroque Catholic 

tradition. The stems laid out on the cold 

metal surface of the paper cutter. along 

with the white flowers on the floor, 

are also an apostrophe to Diego Rivera's 

'Calla Lillv' serie». Amado's work 

establishes a playful yet uncanny 

relationship between object. viewer 

and context. The object is sensed, and 

deduced; at times it is not even there 

empirically speaking, it needs to be 

conjured up in order for meaning 

to be constructed, to paraphrase Amado, 

it is like picking up the conch and 

desiring to hear the surf. 



In 1994, Amado was awarded the 

first residence along with F"elix González 

Torres (1957-1996) and Annette 

Messager (1943) at the Pace 

Foundation, San Antonio, which 

provides resources for site-specific 

research and work as well as an in sitit 

context for dialogue. In the work that 

resulted. "White Floating' (1994). 

Amado explored issues of memory 

and function as well as processes of 

materialitv and performativity. ütilizing 

a fuU wall mirror to observe himself 

working. Amado created an environment 

that was anchored visually in such 

humble materials as soap and water. 

Hundreds of white bars of soap were 

arranged in diverse manners in 

meticulouslv constructed steel shelves, 

tables and a basin. Function and 

meaning were interrelated, the 

conceptual matrix of 'White Floating' 

revolved around a postmodem 

curanderismo. The soap bars. some 

floating in water and changing over time 

into a viscous milky liquid. included 

the generic type and those available at 

botánicas that claiin to wash away bad 

luck and illness. or aid in love, sexual 

performance or monetary problems. A 

suit made of látex arranged in a central 

panel of a triptych brought back the 

initial mirror stage of the project's 

inception, re-affinning the conceptual 

undertaking by way of reference to the 

post-human body and ritual as a social 

construction. 

In Amado s work, procedure and 

gesture are interrelated. Both are as 

engaged in the production of desire and 

labor. Metaphors originating in pre-

and postmodern languages criss-cross 

and are embedded in calculation as well 

as chance. 

VII 

Iñigo Manglano-Ovaile ( 1961), 

is a conceptual artist dedicated to cross-

media strategies, Manglano-Ovalle 

currently lives and works in Chicago 

after spending his formative years 

shifting between Madrid, Bogotá and his 

current place of residence. Manglano-

Ovalle's work is engaged in a complex 

socially-based poetics that is still 

concemed with forní and function. 

Aesthetics, for him, is not only the 

philosophy pertaining to art and its 

forms but also its relation to social and 

cultural critique. Art. despite 

postmodernist concerns, has 

phenomenological and epistemological 

foundations. and drives that genérate 

and/or indict relations of representation. 

social agency, knowledge and power. 

Displacement, be it of an aesthetic, 

conceptual, cultural and/or political 

nature, has been a concern for 

Manglano-Ovalle; it is related to his own 

lived experience characterized bv 

shifting and negotiating cultural zones. 

In one of his early audience-related 

public projects. 'Assigned Identities' 

(1992), was a collaborative piece with 

Chicagos Emerson House. 

Community House program 

designed to aid immigrants obtain 

amnesty, Manglano-Ovalle worked with 

undocumented immigrants on I.N.S. 

procedures involving how the Federal 

agency documents the undociunented. 

This informative and participatorv 

project resulted in the immigrants 

documenting their identities and 

configuring their cultural cartographies 

as places of self-representation. 

Artistically. the function of the artist was 

also an issue: the process shifted from 

the artist as a producer of objects and 

signification, to a role of facilitating 

and editing diverse producers engaged 

in self-referentialitv. 

In 'Balsero' (1992), displacement 

is addressed as an Índex and as an 

emblematic cultural location at the fin 

de siécle condition. A U.S. Coast Guard 

type raft hangs waist high above the 

floor and is attached to the walls by five 

stainless steel braided cables. The raft is 

draped by marine protective vinyl, 

ghstening like the sea. In place 

of the motor is a monitor that drives the 

metaphorical machinery of the 

installation. The viewer observes a series 

of male figures from behind. their hands 

held and folded on the back of their 

head, much like the gesture of relaxation 

but also like the gesture demanded by 

authorities when one is searched and 

arrestad. Moving from hands to back, 

through the triangular composition of 

the bodily form, the sea and the sky are 

framed. The shifting linguistic character 

of the image falls in place when, at the 

end of the loop, the male figure stares 

with a disturbing smile at the viewer, 



it is an empowering and indicting gaze. 

An audio loop component adds yet 

another layer to the work: the sound 

of water. Lapping against a raft. the 

thumping of water is digitally remitted 

and distorted. One recognizes it as a 

swelling inotion that is hypnotic. The 

sound and visual components interact. 

bouncing back and forth giving the 

sense that the raft is going nowhere. 

a parallel to the marine vinyl drapery 

that traps the boat. 

hi its first versión, the cables are 

linked to ten ports of departure and 

desired arrival. As geographical sites, 

they allegorize the dynaniics of 

displacemenf. In an effort to render 

displacement as a universal cultural 

locatiou. the particular geographical 

references that were spelled out. become 

just dots in an abstract topographical 

form. With this operation. Balsero, 

according to Manglano-Ovalle. conjures 

up Marcel Duchanip s Large Glass,: 

the raft is like the bride and the cables 

are like the bachelors hovering above 

her. The raft is the sign within the plays 

and traps of language. inoving in and 

out and around it as a act and nieaus 

of comuumication and subjugation. 

reiterating a hyper sense subjective and 

social sense of dislocation. 

Technology is an integral aspect 

of Manglano-Ovalle's artistic production. 

Yet. technology, in his work. is uot about 

being technological, to paraphrase 

Martin Heidegger (11). it is about techne 

as poesis. It is not about instnunentality. 

but al)out how soniething is pursued. 

and how it endures in a given 

temporality and spatiality. In Manglano-

Ovalle s work. this transíales in 

the process of research and reflection on 

fonn, function and power. With respect 

to public works, the site-dependency 

of the project is central, as is its 

relationship to particular publics. 

For, "Tele-Vecindario . a collaborative 

project with Street-Level Video which he 

directed for "Culture in Action/Sculpture 

Chicago' (1994). Manglano-Ovalle 

utilized self-representation through video 

as a bridge between culture in 

convergence and negotiation. Urban 

youth. told their own stories through 

their own semiological codes and 

understanding of the power of media. 

Evenday Ufe and its experience - at 

times extreme - formed their subject 

matter and audio-visual narrative mode. 

This collaborative work with Manglano-

Ovalle culminated in a block partv 

in which 46 videos were screened in 

seventy-one monitors. The project 

created a site and social space for 

dialogue in which conununity policy. 

crossing of cultural territories and 

demographic shifts were not onlv 

addressed but made possible. 

only through such a dialogical and 

perfonnative process as culture in action. 

In Twin' (1995). Manglano-

Ovalle explores the historical theme of 

mestizaje in teniis of representation and 

the power it generales and legitimizes. 

Inspired by Castas Paintings, which 

represent (in 15 or 16 settings), 

ihe ethnic and racial miscegenation 

in colonial México. Manglano-Ovalle 

rendered a contemporarv interpretation 

of the genre through D.N.A. imaging. 

A cibachrome diptych of the fingerprint 

analvsis of his brother and himself. each 

panel of "Twin' is differentiated by the 

one band referring to pigment 

Information of both brothers who are 

not twins. Like the Castas Paintings. 

the difference that is represented 

through genetic Information, that is, 

not through visually readable phenotypic 

traits. signifies power. Imaging resulting 

from genetic engineering and high 

technologies, is critiqued so as to raise 

issues of color, power and experience 

that are powerfuUy evoked through 

the beautv of pattern and the color field. 

Like the exasperated desire to classify 

and decide status - división of labor, 

rights and privileges. taxation and 

exemption. freedom and slavery. attire 

and social space - in the 53 castes that 

coinposed Mexican colonial societv. post-

hmnan ethnographies are also grounded 

in representation and power relations 

regarding differentiation. 

In the "Bloom Series' (1995-1996). 

technology facilitates. mediates 

and questions relations of power and the 

imagination through art and its ven,-

process of production. Manglano-Ovalle 

creates webs and layers of signification 

by which these relations are made 

palpable: they trigger diverse 

metaphorical schemes, unleashing rich 

linguistic textures and associations. 

Stunningly installed, the 'Bloom Series" is 

composed of various parts. As one hears 



a barely audible track of an 

electrocardiogram, one gazes a t the 

sculptural components in a counterpoint-

like fashion. Two rectangular blocks 

of ballistic gel lie on minimally inspired 

tables with buUetproof acrylic tops. 

The hot-pink colored ballistic gel blocks 

contain hoUow-point buUets that have 

exploded in them. The gel, a surrogate 

for bodv mass, changas in situ: it 

dehydrates, and acquires another 

corporeality, in a process that is defined 

as 'healing'. At a distance, a binocular 

nine-inch surveillance video monitor 

hangs froni the ceiling a t an angle. 

Positioned like surveillance cameras, 

the monitors screen a time-lapsed video 

of a pink hibiscus flower rapidly opening 

and closing. 

The 'Bloom Series' deals with the 

parables and paradoxes triggered by 

language, its ut terance, its social agency 

and context. 'To bloom" is a verb that 

describes the bearing of flowers, 

the being in flowers, the coming into 

flowers and into blossom. The action of 

a flower coming to being, bv association. 

also describes any living person or thing 

actualizing potential, flourishing, coming 

into vigor, beauty and glow. But ' to 

bloom' also describes the action, 

in ballistic discourse, of the physical 

process of a buUet entering a mass 

of flesh. A buUet blooms when it realizes 

it potential and explodes within a bodv 

in such a manner that it resembles 

an open petal flower. 'Bloom' is also the 

nomenclature used in ballistic studies 

to measure the phvsical conditions of the 

bodv as a mass that buUets penétrate, 

lounge in and pass through. 

The 'Bloom Series' has a 

gesamenkunstwerk effect on one's sense 

a n d location. Diverse binarv domains -

beautv and violence; Ivric and epic; 

na ture and culture: fomialism and 

critique - transgress and engender each 

other. Manglano-Ovalle's piece is an 

elegant and complex reworking of 

conceptual and minimal undertakings: 

language and forms are imbued with 

experience. Traces a n d marks 

of experience - personal or social -

are blurred in detached conceptual 

quests and erased from material . 

Self-referential endeavors are made 

evident and par t of the artistic process. 

In this sense, passion and concept are 

dynamically l inked to a formalism that 

can be social as well as political without 

ceasing to be personal a n d elegant in its 

production. In the 'Bloom Series', 

literally and metaphorically. experience 

and its memorv is shot into the fonn 

that symbolizes its imderestimation and 

potential erasure. 
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