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Curatorial Statement:
Pasado, Presente, Futuro: A Story of Immigration

Oftentimes when speaking about immigration the conversation centers
around specific political agendas, economic impact, or labor. However important
these topics may be, they fail to understand the humanity of immigration, leaving
behind the most essential part of the conversation: the voice of the actual
immigrants. How can a more individualistic approach towards the experience of
the immigrant give us a better understanding of the nuances of immigration as a
whole? Pasado, Presente, Futuro takes as inspiration the personal experiences of
nine Latinx artists that currently live in the United States as a way to tell the past,
present, and future of immigration.
By taking a look at the work of Arleene Correa Valencia, Miguel Luciano,
and Rafael Mattei Miranda, we can begin to see the start of the timeline. Each of
their works depict the complexities of the life that was onced had before the
journey even started; the objects and family left behind, the intricacies of the
forgotten histories (especially between the United States and Latin America), the
value of Latinx cultural production. All of these works show a past that is often
erased from the narrative but that is nonetheless important.
With the works of Alicia Grullón, Lucia Hierro, and Isabella Cruz-Chong
offers a frame of reference into the present condition of Latinx immigrants and
3

their offspring. Grullón’s work is a sobering reminder of the lives that are
continuously lost making the arduous journey to a better life. Hierro’s work points
to the cultures that are created, and therefore, consumed, by the general public.
Finally, Cruz-Chong’s work personifies the literal separation created by borders
(both physical and internal). All of these works portray the current methods of
survival that are synonymous with the immigrant’s existence.
Finally, with the works of Justin Favela, Shellyne Rodriguez, and Raelis
Vasquez we can begin to see the imagined futures of immigration; at times
optimistic, and other times less so. Favela’s beautiful piñata highlights his mom’s
everlasting love for her home country of Guatemala and the longing to return home
after the mythos of the “American Dream” has fallen. Rodriguez’s drawing
illustrates the uncertainty of immigrant communities in the face of impending
gentrification and the culture that will be lost with it. However, in the midst of all
the unpredictability and the accompanying anxiety (especially after the Trump
presidency and the rise of White nationalism), Vasquez’s emotional and naturalistic
painting reminds of a potential future and the reason why people immigrate in the
first place: to obtain a better life for future generations.
Although all these works stem from an incredibly personal perspective, the
artwork can be understood universally. The works point to a dual identity (a sort of
Spanglish identity if you will) that is a defining characteristic of the experience for

4

immigrants or first generation citizens. This Spanglish is suggested by the
dichotomized subject matter of the works themselves. In other words, despite the
fact that upon first glance the works might appear more “Latinx” (such as el tapete,
la piñata, or los chicharrones) when analyzing the content of the works, they point
to a more “American” understanding because there is nothing more American than
immigration.

5

Venue: The Latinx Project
The Latinx Project was founded in 2018 as an extension of New York
University's to further their Latinx Studies. Through its interdisciplinary
programming, The Latinx Project serves as a hub for the promotion of U.S. Latinx
Art, Culture, and Scholarship. The central focus of its programming is to highlight
the myriad of Latinx identities in order to develop a more equitable vision of
Latinx Studies.1 The focus on Latinx Identities not only mimics the ethos of the
exhibition, but the plethora of resources (both in terms of curatorial and
educational aid) available at The Latinx Project is an irreplaceable tool that would
only boost the exhibition’s function and platform.
When completing the research for potential venues for this exhibition, I had
a very specific vision in mind. I wanted a platform that takes on a multi-focus view
of the Latinx experience as means to promote more rounded conversations
surrounding Latinidad. I also wanted a space where I could plausibly realize this
exhibition, especially considering my novice experience in curation and lack of
funding. As stated above, The Latinx Project at NYU offers a variety of programs
and events in all sorts of mediums for all levels in all types of industries. It was
exactly because of their all-inclusive approach that was the definitive factor for my
decision to apply.
1

“US,” The Latinx Project at NYU (The Latinx Project, 2020), https://www.latinxproject.nyu.edu/team.
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The Latinx Project’s art program is majorly defined by their two open calls:
one is for a curatorial proposal, and the other one is for an Artist in Residence.
Both open calls take as a focal point in creating a dialogue that speaks to a
particular issue that impacts the community, and both accept practically anyone
that is currently working or living in the United States.2 The latter part is incredibly
important because not only does it give a neophyte the opportunity to inject their
own perspective (furthering the narrative of the Latinx experience), but it also
connects the applicant to a community of Latinx professionals across different
industries in the form of group meet-ups.
There are two main groups that are promoted at The Latinx Project: The
Graduate Group, and The Latinx History Faculty Working Group. The latter
involves NYU faculty members that are researching Latinx topics of interest “in
order to create opportunities for interdisciplinary or collaborative projects with
faculty and students.”3 This group organizes lectures, conferences, different types
of projects, and publications. The first Faculty Working Group was titled Digitizing
Race and consisted of a two-day conference with professionals presenting key
topics in the field of digital studies. The event was open to the public which
promotes the idea of accessibility; something that is greatly needed in academia.

2

“Open Calls,” The Latinx Project at NYU (The Latinx Project, 2020),
https://www.latinxproject.nyu.edu/open-calls.
3
“Working Groups,” The Latinx Project at NYU (The Latinx Project, 2020),
https://www.latinxproject.nyu.edu/working-groups.
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The former was perhaps the most interesting and useful to me. This group is
open to any graduate student regardless of school affiliation. The premise is to
connect students and create a collaborative community that is engaged in Latinx
studies and give enhanced support to students at any stage in their professional
development.4 I graduated from NYU in 2017 just before The Latinx Project
started. During my time there, I always found it difficult to connect with fellow
Latinx students to share our experiences. This is something I still sort of struggled
with while I was pursuing my Graduate degree. Having a resource like this is
completely invaluable for any sort of minority group seeking to establish
themselves in any type of professional setting. This is also valuable in that, if I
were to not receive the grant (which, of course, is entirely possible), then I can use
this group to network with other people in my community with the hopes of
pitching this proposal to someone else.
The Latinx Project also has an expertise in hosting a variety of different
events (such as the aforementioned conference) that could help supplement the
exhibition. The Latinx Project’s events have ranged from artist panels to
exhibitions to dance classes to discussions to even Edit-a-Thons.5 Most of these
events have been open to the public, sustaining a level of inclusion that is not often
4

The Latinx Project at NYU, “Working Groups.”
An Edit-a-Thon consists of a group of people signing on to create an Editor account in Wikipedia in order
to diversity and improve the type of content that is presented in different articles related to a particular
subject matter. The latest one at The Latinx Project was during Latinc Heritage Month with the subject
matter being Latinx Art articles.
5
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seen but is nonetheless vital in order to expose the public to conversations
surrounding Latinidad. The issue of accessibility is definitely at the crux of the
exhibition, which will definitely need some sort of public event to gain traction
with the general public. Having had no experience in producing an event of this
scale, having the team at The Latinx Project to guide me through all the
expectations is indispensable. It is also important to note that The Latinx Project’s
network is incomparable and having that sort of backing would connect me with
top professionals in the field.
If the purpose of the exhibition is to promote the Latinx experience
regarding immigration, then it is essential to associate with a larger organization
that promotes said voices in a way that is as inclusive as the show’s ambitions.
Being able to have a platform such as The Latinx Project would be an opportunity
like no other. Not only would I have the resources in order to fully realize the show
to its greatest capacity, I would also be connected to the larger professional Latinx
community; something that is incredibly important to me, and have not been able
to find until recently. It is no secret that in the “art world” networking is
everything, therefore, having an opportunity to connect with my peers can make
every bit of difference.
Finally, having a platform like The Latinx Project is cardinal to
understanding the many conversations pertaining to Latinidad. As an ethnicity, it is
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important to include all voices in order to gain a full understanding of what it
means to be Latinx. The Latinx Project does a masterful job in elevating all
different types of voices exactly because of their diverse resources and
programming. This is especially crucial after the Trump Presidency and the hostile
political landscape that stemmed from it. The Latinx Project helps foster a positive
and safe place for Latinx people and non-Latinx alike in order to reach a better
understanding of the community.

10

Annotated Artwork Checklist

Arleene Correa Valencia
Cuando Llegues, Me Esperas Por Favor. Voy Detrás de Ti, 2021
Mexican tapete, chanclas, and rosario
Dimensions variable
Image courtesy of Artist
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This piece is part of Correa Valencia’s series titled Viajes, the Spanish word
for journeys: the act of moving from one place to another. When thinking about the
immigrant's journey, people often think about the end result: achieving the
“American Dream” and obtaining a better life. However, what is often excluded
from the narrative is all the things that are left behind: language, food, textiles,
rituals and celebrations, and an overall way of being. This series is a powerful
reminder of not only the forgotten, but the humanity of the immigrant’s journey.
Correa Valencia’s family immigrated to the United States from Mexico in
1997 and this artwork tells the story of that journey. Every element of the artwork
is a manifestation of the things that tie her back to her homeland: the chanclas
represent the literal travel to the United States from Mexico, the rosario represents
the rituals that are a big part of Mexican culture, the tapete is a symbol of the
objects that had to be left back in Mexico. Finally, perhaps the most important
element of the work, on the bottom left corner, an outline of her late grandfather, a
sentimental reminder of the familial separation that often plagues the immigrant’s
journey.
Although all the elements of the piece are personal to Correa Valencia, they
do not tell a unique story. According to a census done by the Center for
Immigration Studies, the total immigrant population (both documented and
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undocumented) in November, 2021 was 46.2 million.6 Despite the fact that Correa
Valencia’s piece is (at least aesthetically) distinctly Mexican, every immigrant can
relate to her story in that they too have had to leave behind objects, traditions,
language, and family. Cuando Llegues, Me Esperas Por Favor. Voy Detrás de Ti
then serves as a mnemonic of the untold and forgotten part of what it means to be
an Immigrant in the United States.

6

Steven A Camaro and Karen Zeigler, “Immigrant Population Hits Record 46.2 Million in November 2021”
(Center for Immigration Studies, December 20, 2021),
https://cis.org/Camarota/Immigrant-Population-Hits-Record-462-Million-November-2021#:~:text=Growth%
20in%20the%20Immigrant%20Population,million%20increase%20since%20November%202020.
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Isabella Cruz-Chong
Line of Breath, 2016
Mixed media installation with metal, transducers, custom-made speakers and audio
6 x 8 ft.
Photo by Etienne Frossard
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Isabella Cruz-Chong grew up crossing the border between Tijuana, Mexico
and San Diego, California. Because of this experience, Cruz-Chong’s self-identity
was always in question: she grew up identifying as Mexican and an outsider to the
United States, to then adopting American culture further convoluting her Mexican
identity, to finally feeling like she embodies both. Line of Breath was created as a
way for Cruz-Chong to explore this liminal state of being in an attempt to convert
that space into a physical object that can be heard and even touched.
There have been three manifestations of this installation. However, the one
included in this exhibition is a smaller-scale version of the one that was created
using an actual section of the political fence between Tijuana and San Diego. This
version consists of a six-by-eight foot metal fence that, like its larger sibling, also
includes a series of transducers and custom speakers attached to it. When
approaching the installation, a sound of the artist’s breath is emitted by the
transducers, and when one leans into the custom speakers, one hears a second
breath recording. Herein lies the duality of the piece with two different breaths
living within one organism. The installation then becomes a redefinition of the
physical, mental, and emotional boundaries that exist within one’s own identity.7

7

Isabella Cruz-Chong, “Line of Breath: El Querer Tocar,” Line of Breath: El Querer Tocar (Isabella
Cruz-Chong, 2016),
https://static1.squarespace.com/static/5f50145e4e6a9739b299d373/t/623fdafe66f313090b071982/16483
51999023/Line_of_Breath_ICC.pdf.
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Like all the work in the exhibition, the creation of this piece stems from an
extremely personal experience for the artist. Nevertheless, the sensation of a
disjointed identity, of feeling like you cannot quite place yourself within a certain
cultural landscape, is prevalent among multicultural people that are a direct result
of immigration. By literally breathing life into the manifestation of the political
divide, an exploration of how the two entities can coexist is provided. What was
once an imagined space between two opposing states of being, a felt experience
with no solution, is converted into a reality that eliminates the friction between the
two. Thus, a new dialogue can occur that not only huminizes but redefines the
connection between both sides.

16

Justin Favela
Libertad (Freedom), 2020
1984 Thunderbird with piñata material
Dimensions variable
Image Courtesy of Paradigm Gallery
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As a first-generation, queer, Latinx American, Justin Favela has centered his
practice around the experience of people who have immigrated to the United States
and how that has shaped their identity. Favela uses familiar materials, specifically
the paper-mâché used to create piñatas, to create large installations that subverts
the stereotypical narratives of the medium. His work then takes a more joyous
approach towards the immigrant experience instead of focusing on the hardships
and sacrifice that usually takes over the conversation.
The work included in this exhibition is titled Libertad (Freedom) and is an
ode to his Guatemalan mother, Blanca. Favela took a 1984 Thunderbird and
covered it with his signature piñata paper in a way that resembles the Guatemalan
flag: light blue shreds of paper-mâché cover the sides while the center is white with
a vibrant green Quetzal (the national bird of Guatemala) on the hood. The car itself
was designed by his mother, and is a nod to her first car that she purchased with
her own money when she immigrated to the United States in the eighties.
Upon first glance, the car is a symbol of achieving the “American Dream”
propagating the assumption that if you work hard, keep your head down, and save
your money, you too can live an abundant life. The fact that the car itself is a 1984
Thunderbird is not a moot point, as the car has long been used as a symbol of
freedom in copious movies throughout American cinema. However, the fact that
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the car itself is covered by the Guatemalan flag epitomizes her continuous love and
longing to return to her home country.8
With typical Favela witt, Libertad (Freedom) questions the mythos of the
“American Dream” as the ultimate goal. It tells the important story of immigrants,
like his mother, that came to the United States with the assurance of the “American
Dream”, only to realize that they are not welcome. This sentiment has especially
been felt after the Trump presidency.

8

Justin Favela, “PDF” (Philadelphia, 2020).
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Alicia Grullón
Illegal Death, 2007
Documentation of the Performance
C-Print
11 x 14 in.
Image courtesy of Artist
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As a born and raised Bronx Newyorker, Alicia Grullón is deeply interested
in the politics of presence specifically related to the marginalized communities that
have made New York City what it is today. Her performances directly confront the
audience in order to detail the importance of inclusion in political and social
spheres. It was exactly this push for inclusion that was the catalyst for Grullón’s
performance titled Illegal Death.
In February 2007, Grullón was watching the news when the story of the
death of a twenty-year-old Honduran immigrant worker broke. Her body was
found frozen in a makeshift shelter in the woods within yards of a Long Island Rail
Road Station. Most striking of all, especially for Grullón, was the fact that no one
really noticed. The performance piece is a reenactment of the quiet and mostly
anonymous death of the worker.9
Grullón first performed the piece in Van Cortlandt Park in 200710. She built
herself a shelter using materials she found in the park before settling in and slowly
“dying”. The unsuspecting audience was meant to find her “dead body” as they
walked through the park. Grullón stated that she could feel the exact moment the
audience realized that this happened in real life.11 The performance was

9

Tanyanika Samuels, “Bronx Artist Recreates Freezing Death of Immigrant in Brook Park Art Piece,”
Daily News, June 9, 2011,
https://www.nydailynews.com/new-york/bronx/bronx-artist-recreates-freezing-death-immigrant-brook-parkart-piece-article-1.128421.
10
She did two more reenactments in 2010 at the Bronx Museum of the Arts and in Brook Park in 2011
11
Samuels, “Bronx Artist Recreates Freezing Death of Immigrant in Brook Park Art Piece,”.

21

photographed, and the documentation will accompany the actual performance in
this exhibition.
The purpose of having both presentations of the piece in the exhibition is to
mimic not only the actual death of the worker (as with the performance), but also
how Grullón learned about the tragedy in the first place (through images in the
media). This will also circumvent the issue of people not able to attend the
performance itself. It is reported that in 2021, one hundred migrants died trying to
reach the United States.12 As the purpose of this exhibition is to tell the story of
immigration through the lens of immigrants, it is important to remember the lives
that have been lost in the process. Grullón’s piece is a heavy reminder of the dire
circumstances caused when there is no immigration reform.

12

Salvador Rivera, “100 Undocumented Migrants Have Died Trying to Enter U.S. This Year,”
BorderReport (BorderReport, May 11, 2021),
https://www.borderreport.com/news/100-undocumented-migrants-have-died-trying-to-enter-u-s-this-year/.
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Lucia Hierro
(Left to Right)
Rack: Platanitos, 2019
Digital print on brushed nylon, foam, and powder-coated aluminum
96 x 12 x 7 in.
Rack: Chicharrones, 2019
Digital print on brushed nylon, foam, and powder-coated aluminum
96 x 12 x 7 in.
Rack: Corn Chips, 2019
Digital print on brushed nylon, foam, and powder-coated aluminum
96 x 12 x 7 in.
Rack: Takis, 2019
Digital print on brushed nylon, foam, and powder-coated aluminum
96 x 12 x 7 in.
Image courtesy of Sean Horton
23

As a born and raised Dominican New Yorker, Lucia Hierro’s practice
revolves around transforming objects that are familiar to her (and most New
Yorkers) into conversations surrounding the perception of Latin American culture
as it pertains to consumerism. Hierro’s objects are an example of how capitalism
has created a rigged system where communities are forced to turn to each other to
support their local economy. In New York, the birthplace of these local economies
can be found in your local Bodega: a place where not only can you purchase a
gallon of milk, but also congregate with the community for un chismecito.
With Racks, Hierro has transformed one of the most instantly recognizable
symbols of bodega culture (besides, perhaps, the bodega cat) into a signifier of
culture, place, and setting. The sculpturesque installation comprises of four chip
clip strips of chicharrones, Takis, platanitos, and corn chips. The racks themselves
take as a point of departure Donald Judd’s Stack, 1967 and his term “specific
objects”. For Judd, these “specific objects” create a pre-established relationship
between the viewers and the forms created by the objects themselves. Thus, the
object is now autonomous since the viewer's reaction and relationship with said
object cannot be controlled. However, for Hierro, although the racks have been
stripped from any utilitarian purpose, the relationship between the viewer and the
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object does not stem from the object itself, but rather, through the experience of the
object as it relates to bodega culture more generally.13
Racks also displays the mixture of culture that is present in modern day
society in the United States. Although the image of the racks themselves are
instantly recognizable as a Bodega staple, the actual products themselves are
distinctly Latin American. The inclusion of Racks in the exhibition is significant
because it touches on what happens after people immigrate to the United States. If
works like Correa Valencia’s symbolize the past of an immigrant’s journey (the
things that are left behind), then Hierro’s work is the present: a camera obscura
into the lives of the ones that successfully made the journey.

13

Ash Cortes, “Lucia Hierro: Con Una Taza De Chocolate,” Sculpture (Sculpture, December 3, 2021),
https://sculpturemagazine.art/lucia-hierro-con-una-taza-de-chocolate/.
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Miguel Luciano
Double Phantom / EntroP.R., 2017
1952 Schwinn Phantoms, restored and customized, flags
120 x 40 x 32 in.
Smithsonian American Art Museum
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The ethos of Miguel Luciano’s practice revolves around the intricate
relationship between his home country of Puerto Rico and the United States.
Luciano’s work combines pop culture and historical references to detangle (and
subsequently re-tangle) the union between these two nations with particular
attention to the neo-colonial subordination of Puerto Rico by the United States.
This dysfunction is expertly shown with this work The Double-Phantom /
Entro-P.R. from 2017.
The sculpture comprises of two 1952 Schwinn Phantoms bicycles that have
been customized by Luciano creating a chimera bike with two fronts and one back;
flags of each respective country adorn each front of the bike.14 Every single
element of the sculpture is intentional. The use of Schwinn Phantoms is a direct
reference to the Puerto Rican bike clubs that originated in Brooklyn. The year of
the bicycles (1952) is not only the year of Puerto Rico’s constitution but also the
start of their Commonwealth status. The red color of the bike is an allusion to the
color of El Partido Popular Democratico (PPD) which is the political party that,
even to this day, continues to advocate for Commonwealth status. Lastly, but most
importantly, even the very mechanism of the bike itself symbolizes the paradoxical

14

This sculpture was originally part of an exhibition titled Ride or Die: An Exhibition of Newly
Commissioned Work by Miguel Luciano at BRIC in Brooklyn, NY
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relationship between the two; it cannot go forward, without also going
backwards.15
It must be said that Puerto Rico has one of the most complex relationships
with the United States exactly because of their Commonwealth status. However,
the incorporation of this piece in the exhibition highlights the complicated political,
economic, and cultural impact the United States has had on all of Latin America
more generally. By looking at the specificity of Puerto Rico’s situation, we can see
the unequivocal effects of the American political machine.

15

Marlena Fitzpatrick, “Miguel Luciano Cycles Through Puerto Rico’s Colonial History in ‘Ride or Die,’”
Mano Magazine (GUAC Media LLC, March 2, 2017),
https://manomagazine.com/miguel-luciano-cycles-through-puerto-ricos-colonial-history-in-ride-or-die/.
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Rafael Miranda Mattei
One and Three Caribbean Chairs, 2015
Beach chair and digital prints
Dimensions Variable
Image Courtesy of Artist

29

As a multidisciplinary artist, Rafeal Miranda Mattei (also known as Rafael J.
Miranda) uses a cynical and often humorous approach

to his work. He

appropriates various art historical references in order to speak on larger dilemmas
that affect his community in Puerto Rico. For example, his work One and Three
Caribbean Chairs uses Joseph Kosuth’s seminal piece One and Three Chairs as a
reference point to create a commentary surrounding the erratic views of the
Caribbean art-making process, as well as the depiction of Puerto Rico in the media
more generally.
In Kosuth’s piece, there are three representations of a wooden chair: the
physical chair, a picture of the chair with a white background, and a written
definition of the chair in English. However, Kosuth did not physically create any of
these three representations, he simply selected and assembled them together. With
this work, Kosuth begs the questions: is this art? Which one of the representations
of the chair is the most “accurate''? By creating this debate, he has turned a
seemingly simple wooden chair into a debate about exploring new meanings within
an artwork. These are the foundations of conceptual art, a distinctly American
practice.16
In One and Three Caribbean Chairs, Miranda has slightly altered these
representations: the physical chair is the typical colorful beach chair that is found
16

“One and Three Chairs,” MoMA (MoMA Learning), accessed April 14, 2022,
https://www.moma.org/learn/moma_learning/joseph-kosuth-one-and-three-chairs-1965/.
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in the beaches of Puerto Rico, the picture is of the same chair with the beach as the
background, and the written definition of the chair is in Spanish. By adjusting the
script ever so slightly, Miranda calls into question the perception and, even more
importantly, the valuation of Latinx Art in the media and the general public.
Miranda has taken a distinctly American part of Art History, and injected it with
Latinx aesthetics to flip the conversation back to problems facing the community.
It symbolizes the push and pull of cultural exchange between the United States and
Latin America.

31

Shellyne Rodriguez
Cuchifrito Ladies, 2021
Color Pencil on Paper
22 x 30 in.
Image courtesy of Artist
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Having grown up in the Bronx, Shellyne Rodriguez work’s bring to life the
diverse identities of the community that makes up her neighborhood. Her practice
is an ode to the methods of survival that have been brought about through the
erasure and subjugation of these mostly minority communities in the media and
political spheres. Rodriguez’s pieces are highly emotive renderings of everyday life
despite the conditions of despair and alienation that afflict these working-class
communities.
The magic behind Rodriguez’s oeuvre is in capturing the quotidian moments
across the city, such as in her drawing Cuchifritos Ladies. Just off of the Fordham
Road subway exit, Cuchifritos offers some of the best Latin American cuisine in
New York. The drawing depicts three female workers behind the counter at the
iconic and institutional restaurant in the Bronx. It is important to note that
Rodriguez seldom depicts lone figures; these three women, hard at work, represent
a community that cannot be displaced. The three incredibly detailed figures
demand the viewers attention as a symbol of resistance against adversity. This is
especially important as the Bronx runs the risk of gentrification, displacing
thousands of residents from their home.
This drawing serves as a reminder of the strong and vibrant communities
that have been built by immigrants which is why it is included in this exhibition.
With the future of immigrant neighborhoods in New York City (such as Hunts
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Point, Bushwick, Prospect Park, and Soundview to name a few) so uncertain, it is
critical to remember not only all the culture that will be lost due to big
developments and condos, but the literal displacement of thousands of low-income
families from their (often) generational home.

34

Raelis Vasquez
Homeowners, 2021
Oil and acrylic on canvas
48 x 72 in.
Courtesy of Artist
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Raelis Vasquez naturalistic oil paintings depict the daily life of the
Afro-Latinx community. Having moved from the Dominican Republic to the
United States in 2002, his works were a way for Vasquez to explore his dual
identity as a Black and Latinx immigrant. His paintings portray an intimate scene,
grounded by the emotional states of his subjects. The vulnerability that is emitted
through his paintings transcends racial categories in order to provide a nuanced
depiction of his community. His paintings start with a photograph, sometimes his
own or sometimes from his personal family archive. The photographs bring a level
of reality that is essential for communicating whatever aspect of the quotidien that
Vasquez wants to communicate about his community through his paintings.17
In Homeowners, Vasquez captures a scene that is often attributed to white
America. Two kids (ostensibly siblings) are playing on a bicycle in their front yard;
their mom watching from the entrance of their house. It is a beautiful sunny day in
the neighborhood. The importance of this painting is that these are real people, a
real scene, a real representation of what a Latinx neighborhood can look like.
Vasquez has appropriated a stereotypically white trope, Suburbia, and injected
Latinx voices into it. This painting offers a different reality, one that is not often
shown in the media and one that screams “This is what a Latino Family is.”18
17

Ben Kim Paplham, “Raelis Vasquez Captures Real Dominican Life,” School of the Art Institute of
Chicago Magazine (School of the Art Institute of Chicago, 2022),
https://www.saic.edu/magazine/spring22/raelis-vasquez-emerging-artist.
18
Jordan Taliha McDonald, “Raelis Vasquez Translates His Family's Emigration Story into Tender
Paintings,” Artsy, October 13, 2021,
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The addition of Vasquez’s tender painting not only offers a direct
contradiction to the media’s portrayal of the Latinx community, but, more
importantly, it also offers a reason as to why people immigrate in the first place: to
offer a better world for their offspring. It relays a poignant and passionate argument
for immigration reform in the United States. Homeowners illustrates the power of
what could be; a future worth fighting for.

https://www.artsy.net/article/artsy-editorial-raelis-vasquez-translates-familys-emigration-story-tender-painti
ngs.
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Exhibition Layout
The exhibition layout was probably one of the most difficult things to plan
for this exhibition. This was especially the case because The Latinx Project’s open
call did not require for me to submit this portion. However, since The Latinx
Project is affiliated with NYU, I thought to look for floor plans of NYU Galleries.
Considering some of the sizes of the works included, I thought the Grey Art
Gallery would be the best fit. However, after trying to reach out to them, I never
heard a response back. This then led me to contact The Latinx Project’s director,
Arelene Davila, directly. She informed me that they would be using a new location
which she has not seen yet. She stated that flexibility would be key if chosen for
the open call. However, there is a general idea of how I would like to group the
works, as well as some installation specifications.
As stated in the curatorial statement, the idea of the show is to be a timeline
of the personal experiences of Latinx immigrants using the works as a reference
point. Therefore, I would like these works to be placed linearly in a sort of
chronological order. I would like the first work to be Arleene Correa Valencia’s.
This work sums up the Pasado part of the exhibition as it points to the familiar
separation and the loss of customs and traditions that is a crucial part of the
immigrant’s past. The placement of the other two works of the Pasado (that is, the
works of Miguel Luciano and Rafael Mattei Miranda) would follow Valencia’s
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work, though, I would like for Miguel Luciano’s work to be in a space that allows
for the circulation of the audience around it. The idea is that these three works
would be in a triangular composition among a lateral wall.
For the Presente part of the exhibition, I think Alicia Grullón’s work should
proceed as it literally follows the path of the immigrant into its present condition.
This would then be followed by Isabella Cruz-Chong’s work as it presents the start
of the dual identity that exists within the Latinx immigrant. If Cruz-Chong’s work
explains the internal battle, then Lucia Hierro’s work introduces the external (or
better cultural) duality of the immigrant that has already made the journey; the
creation of which is then consumed by the public. These three works should, space
permitting, be placed in sequence with each other (with the center of each work
forming a straight line).
Finally, the Futuro part of the exhibition will be led by the work of Shellyne
Rodriguez. This work should be placed next to Hierro’s work, as it describes the
potential loss of the culture explained by Hierro’s work due to factors like
gentrification. Rodriguez’s work introduces the theme of uncertainty that
characterizes the future part of the timeline. After Rodriguez’s work would be the
3D protection of Justin Favela’s piñata car.19 The juxtaposition of these two works
presents another external versus internal analogy (though this is more cultural than
19

The car will be presented as a 3D projection not only to reduce shipping costs and space limitability, but
the 3D projection also has a futuresque aesthetic which aligns with this section of the exhibition.
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Hierro’s and Cruz-Chong’s). The exhibition will end with Raelis Vasquez’s oil
painting to point to a hopeful future. It is important to have Vasquez’s and
Valencia’s form a parallel line as they have the same theme of family: the ones you
have to leave behind in order to provide for the future generation.
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Artist Statements and Biographies
Arleene Correa Valencia (b. Michoacán, México)
Although Correa Valencia’s family immigrated to the Napa Valley region of
California from Michoacán, Mexico in 1997, Correa Valencia received DACA
status in 2012. Since then, she has been working under this legal permit: an
experience that has vastly influenced her practice which explores the boundaries
imposed by these legal confinements as a registered “illegal alien”. Through
painting, textiles, found objects, and sculpture, Correa Valencia investigates themes
related to migration, human rights, hardship, discrimination, visibility/invisibility,
and the fear of deportation and separation while simultaneously acknowledging the
long history of resilience in the face of systematic opression that is often endured
by immigrant communities in similar situations.20

Arleene Correa Valencia is a Mexican born artist living and working between
Brooklyn, NY and Napa, California. In 2018 Correa Valencia received her BFA
from California College of the Arts, where she also finished her MFA in 2020. Her
most current solo exhibition opened in 2022 at the Meritorious Autonomous
University of Puebla (BUAP) and is titled (In)visible En La Oscuridad (De
Regreso A Casa) / (In)visible In The Darkness (Returning Home). She has also
20

“Sky Blue Water, Arleene Correa Valencia,” Shop Vessel (Vessel Gallery), accessed April 5, 2022,
https://www.shop-vessel.com/shop/sky-blue-water.
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participated in various group exhibitions including but not limited to: Through Her
Eyes at Gallery 300 in Sebastopol, CA (2021); Come To Your Census: Who Counts
in America? at Yerba Buena Center for the Arts in San Francisco, CA (2020); and
Our Connection To The Land at Movimiento de Arte y Cultura Latino Americana
(MACLA) in San Jose, CA(2019). Correa Valencia has also won numerous awards
including but not limited to the William and Gloria Brobeck Scholarship in
Graduate Fine Arts in 2019. She was also an AXA Art Prize Finalist in that same
year.21

21

Arleene Correa Valencia, “CV,” Arleene Correa Valencia (Arleene Correa Valencia, 2021), accessed
April 5, 2022, https://www.correavalencia.com/cv.
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Isabella Cruz-Chong (b. Austin, TX )
Cruz-Chong’s methodology revolves around creating installations and videos that
blur or erase both physical (such as literal country borders) and emotional (such as
generational trauma) boundaries. She utilizes raw materials–including dirt and
water– to create reminders of the unique malleability of humanity. Her installations
often include an element of sound to infuse her work with an unseen energy. Her
practice is greatly influenced by her personal experience, as she grew up crossing
the international border between Tijuana, Mexico and San Diego, California. Her
work is a representation of the spirituality of border culture.22

Although Isabella Cruz-Chong was born in the United States, she moved to
Mexico when she was three years-old. She currently lives and works in Brooklyn,
New York. She received her BFA from the School of the Art Institute of Chicago in
2012, and her MFA from the Parsons School of Design, NY in 2016. Her most
recent solo exhibition opened in 2019 at A.I.R Gallery in Brooklyn, NY and was
titled Sol, ella y yo (Sol, her and I). She was included in The Fifth AIM Biennial
(2021-2022) at The Bronx Museum of the Arts in the Bronx, NY. She has
participated in several group exhibitions including but not limited to: Ojalá at the
Carlsbad Museum and Art Center in Carlsbad, NM (2018); To Scatter or Sow at
22

Isabella Cruz-Chong, “About / Contact - Isabella Cruz,” Cruz-Chong (Isabella Cruz-Chong), accessed
April 5, 2022, https://www.cruz-chong.com/about-contact.
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Beard and Weil Galleries in Norton, MA (2021); and Passages at the Torpedo
Factory Art Center in Alexandria, VA (2018). In 2019 she received the A.I.R
Fellowship 2018-2019 in New York, NY. in 2017 she was a New York Community
Trust Van Lier Fellow through Smack Mellon Residency in New York, NY. 23

23

Isabella Cruz-Chong, “CV - Isabella Cruz,” Cruz-Chong (Isabella Cruz-Chong), accessed April 5, 2022,
https://www.cruz-chong.com/-cv.
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Justin Favela (b. Las Vegas, NV)
As a lifelong Las Vegas resident, Favela has been influenced not only by the
cultural mash-ups but also the pastiche of architectural styles that are prevalent in
his hometown. Using this as a base point, Favela creates large-scale sculpturesque
installations that take piñatas as stylistic inspiration. Favela inverts a so-called
“craft art” medium into “high art” furthering the imagined symbols of
Mexicanidad. Thus, his practice critiques the cultural stereotypes that are
associated with the medium to create a commentary about American pop culture
and the Latinx experience.24

Justin Favela is an American born artist of Mexican and Guatemalan descent. He
currently lives and works in Las Vegas, NV. Favela received his BFA from the
University of Nevada, Las Vegas with an emphasis on sculpture. Favela has
exhibited his work internationally as well as across the United States. His
installations have been commissioned by museums including but not limited to the
Denver Art Museum, CO and Crystal Bridges Museum of American Art, AR. He
currently hosts two culture-oriented podcasts, Latinos who Lunch and The Art
People Podcast. In 2018, he was the recipient of the Alan Turing LGBTIQ Award

24

Shannon Robb, “Mi Tierra Artist Justin Favela,” Mi Tierra Artist Justin Favela | Denver Art Museum
(Denver Art Museum, November 30, 2016),
https://www.denverartmuseum.org/en/blog/mi-tierra-artist-justin-favela.
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for International Artist. In 2021, he was also awarded the Joan Mitchell
Fellowship.25

25

“Justin Favela,” Justin Favela | Joan Mitchell Foundation (Joan Mitchell Foundation), accessed April 6,
2022, https://www.joanmitchellfoundation.org/justin-favela.
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Alicia Grullón (b. New York, NY)
Grullón is an interdisciplinary artist whose practice centers around critiquing the
politics of presence. Through performances and self-portraiture, Grullón creates an
argument for the inclusion of marginalized communities in the political and social
spheres.26 Grullón’s work is also deeply rooted in activism, which has led her to be
one of the initial and current organizers for The People’s Cultural Plan (The PCP)
which launched in July 2017 at Artists Space. The PCP is a collection of artists and
cultural workers whose aim is to address the inadequacies within the city’s first
proposed cultural plan. Grullón is also involved in several curatorial projects,
among which was an exhibition titled What is Here is Open: Selections from
Treasures of the Trash Collection which she co-curated with Nelson Molina, a
retired sanitation worker whose found objects started the collection.

Alicia Grullón is an American born artist of Dominican descent who currently lives
and works in New York. She received her BFA in 1995 from the Tisch School of
the Arts at New York University. In 2005, she received her MFA from State
University of New York at New Paltz. From 2014 through 2016, Grullón took
Doctoral courses in Art and Art Education from Teacher’s College at Columbia
University. She has had several solo exhibitions, with the most recent one
26

“Alicia Grullón,” Alicia Grullón - The Center for the Humanities (The Center for the Humanities),
accessed April 6, 2022,
https://www.centerforthehumanities.org/programming/participants/alicia-grull%C3%B3n.
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presented at NADA at Art Basel, Miami in 2021 titled Alicia Grullon: Please
Don’t Let it Be Too Close. Grullón has been showcased in several group exhibitions
including: The 8th Floor, Bronx Museum of the Arts, BRIC House for Arts and
Media, El Museo del Barrio, and Socrates Sculpture Park. Among her many
awards, she was the inaugural recipient of the Colene Brown Art Prize, 2019.
Grullón has also served as a mentor for New York Foundation of the Art’s
Immigrant Artist Mentoring Program. She is currently an adjunct at The School of
Visual Arts and the City University of New York. 27

27

Alicia Grullón, “Bio,” ALICIA GRULLON - BIO (Alicia Grullón), accessed April 6, 2022,
https://aliciagrullon.com/page/1-Bio.html.
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Lucia Hierro (b. New York, NY)
Hierro’s practice centers around her experience as a born and raised Dominican
New Yorker. Her sculptural installations are inspired by everyday products that are
commonly found in bodegas, a quintessential New York cultural staple. These
objects simultaneously exhibit her own personal narrative, as well as speaking to
the larger perception of Latin American culture more generally. By creating art
objects out of the seemingly banal, Hierro investigates how 21st-Century
capitalism perpetuates a cycle of colonialist framework that underpins consumer
culture in working-class neighborhoods.28

Lucia Hierro is an American born New York based artist of Dominican descent.
She received her BFA in 2010 from the School of Art and Design at Purchase
College, SUNY, NY and her MFA in 2013 from Yale School of Art. Hierro has had
several international and domestic solo exhibitions, with her most recent one
opening in 2021 at Charlie James Gallery in Downtown LA titled Tal Cual. She
has also been included in various group exhibitions including but not limited to:
Estamos Bien, El Museo del Barrio’s Triennial, NY (2021); Home Sweet Home: Is
Home A Sanctuary? at Children’s Museum of the Arts, New York, NY (2019);
Vivid Memories of a Blurred Past at Atlanta Contemporary, Atlanta, GA (2018);
28

Nicole Martinez, “10 Latinx Artists to Watch at El Museo Del Barrio’s Triennial,” 10 Latinx Artists to
Watch at El Museo Del Barrio’s Triennial (Artsy, May 17, 2021),
https://www.artsy.net/article/artsy-editorial-10-latinx-artists-watch-el-museo-del-barrios-triennial.
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and Black Pulp Black Pulp at IPCNY, Chelsea, NY (2016). She has also
participated in several artist residencies including the Casa Quien Residency in
Santo Domingo, Dominican Republic (2018), the Redbull House of Art Residency
in Detroit, MI (also in 2018), and the Fountain Head Residency in Miami, FL
(2016) to name a few. She is currently a visiting teaching artist at the Socrates
Sculpture Park in Queens, NY.29

29

Lucia Hierro, “CV,” CV - Lucia Hierro (Lucia Hierro, 2022), http://www.luciahierro.com/page-cv.
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Miguel Luciano (b. San Juan, Puerto Rico)
Luciano is a multimedia visual artist whose practice explores themes of history,
popular culture, and social justice through a lens of the intricate relationship
between the United States and Puerto Rico. His installations and paintings exist
within the created space between the two cultures, further problematizing the
relationship. His work emphasizes the change from a production-based society to
one that is grounded in consumption due to American Capitalism. Thus, Luciano’s
work exemplifies how the historical and colonial subordination of Puerto Rico by
the United States has been affected by globalization.30

Miguel Luciano was born in San Juan, Puerto Rico and currently lives and works
in New York. He received his BFA in 1997 from the New World School of the Arts
at the University of Florida where he also received his MFA in 2000. He has had
solo exhibitions both internationally and domestically with the most recent one
inaugurated in 2020 at The Metropolitan Museum of Art’s Civic Practice
Partnership Residency exhibition at Galería del Barrio in East Harlem, NYC titled
Cemí-Libre. Luciano has also been showcased in several group exhibitions
including but not limited to: Freedom Dreams in Contemporary Art at The Samuel
Dorsky Museum of Art in New Paltz, NY (2021); The Visual Life of Social
30

“The All Powerful Hand Racetrack,” Miguel Luciano (Hemispheric Institute of Performance and Politics,
2021), https://hemisphericinstitute.org/en/enc03-installations/item/1551-enc03-miguel-luciano.html.
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Affliction at TENT in Rotterdam, Netherlands (2020); Mundos Alternos at Queens
Museum in Queens, NY (2019); and Culture and The People, 1969-2019 in El
Museo del Barrio in Queens, NY (2019). He has also been awarded multiple
awards and residencies including the Latinx Artist Fellowship from the Mellon
Foundation in 2021, Painters and Sculptors Award Grant from the Joan Mitchell
Foundation in 2007, and an Artist Fellowship from the New York Foundation for
the Arts in 2004. He is currently a Core Critic for the MFA in Painting and
Printmaking from Yale University School of art, as well as is a MFA Fine Arts
Faculty at the School of Visual Arts. 31

31

Miguel Luciano, “Miguel Luciano,” Miguel Luciano: Bio (An icompendium Site), accessed April 6, 2022,
https://www.miguelluciano.com/bio.

52

Rafael J. Miranda (b. Bayamon, Puerto Rico)
Miranda is a multidisciplinary artist characterized by the particular use of cynicism
and humor in his work. His practice takes the medium as the main focus in order
to create dialogues related to themes of appropriation. In other words, for Miranda,
the medium and the space it is presented in, is as important as the conceptual
thought-process of the work itself. Miranda is known to place his work in a setting
where there has been government intervention, often in a violent manner. Thus, the
imposition forces the viewer to become aware about their own position and role in
society.32

Rafael J. Miranda (also known as Rafael Miranda Mattei) is a Puerto Rican artist
that lives and works in San Juan, Puerto Rico. He received his BFA in 2008 from
the Escuela de Artes Plasticas in San Juan, Puerto Rico. He has had many solo
shows both in Puerto Rico as well as the United States, with the most recent one
inaugurated in 2017 at Zawahra Alejandro in San Juan Puerto Rico in 2017. He has
also participated in various group exhibitions including but not limited to:
HeadSpace at Morris Warren, New York, NY (2016); Elecciones Coloniales at

32

“Rafael J. Miranda,” Castro Barreto Collection (Castro Barreto Collection), accessed April 6, 2022,
https://coleccioncastrobarreto.com/section/451876-Rafael-J-Miranda.html.
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Km.2 in San Juan, PR (2016); and 4ta Trienal Poli/Gráfica de San Juan, América
Latino y el Caribe in Instituto de Cultura Puertorriqueña in San Juan, PR (2015).33

33

“Artists - Rafael Miranda Mattei,” Artists - Zawahra Alejandro (Zawahra Alejandro, 2022),
https://www.zawahra-alejandro.com/artists-contemporary-art-puerto-rico#/rafael-miranda-mattei-art/.
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Shellyne Rodriguez (b. New York, NY)
Rodriguez uses the mediums of drawing, painting, collage, sculpture, and text to
depict or archive spaces and subjects engaged in strategies of survival against
erasure and subjugation. Her work uses Hip-Hop culture, specifically its quality to
reinvent itself, to comment on methods of malleability to create something new
from the ashes. Rodrigues also utilizes the emotive devices of the Baroque in order
to depict the contemporary conditions of despair and alienation in the subversion of
power.34

Shellyne Rodriguez is an American born multidisciplinary artist of Puerto Rican
descent. She currently lives and works in the Bronx, NY. Rodriguez received her
BFA in 2011 from the School of Visual Arts, and her MFA in 2014 from Hunter
College. Rodriguez has participated in numerous group exhibitions including but
not limited to: What is Here is Open, Selections from the Trash Collection at
Hunter East Harlem Gallery in New York, NY (2019); Pasado y Presente: Art after
the Young Lords 1969-2019 at Nathan Cummings Foundation in New York, NY
(2019); and Original Language at Cue Art Foundation in New York, NY (2018).
She has one several awards and Residencies including the 2019 Robert Blackburn
Printmaking Workshop SIP fellow, the 2019 Inaugural Artist in Residence at the
34

Shelllyne Rodriguez, “Bio/CV,” Bio/CV - Shellyne Rodriguez (Shellyne Rodriguez), accessed April 6,
2022, https://www.shellynerodriguez.com/about.
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Latinx Project at NYU, and the 2018 Public Sculpture Percent for Art Commission,
Bronx NY to name a few. In 2017 she founded the Night Studio art school for
GED students with MoMA where she is currently also a Teaching Artist. She is
also a teaching artist for the Community Partners program also at MoMA.35

35

Shelllyne Rodriguez, “Bio/CV,” Bio/CV - Shellyne Rodriguez (Shellyne Rodriguez), accessed April 6,
2022, https://www.shellynerodriguez.com/about.
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Raelis Vasquez (b. Mao Valverde, Dominican Republic)
After having immigrated to the United States from the Dominican Republic in
2002, Vasquez uses his art to explore his intersecting identities as a Black and
Latinx immigrant. This experience inspired Vasquez to create oil paintings that
vividly capture daily life in Afro-Latinx communities. The naturalistic nature of his
portraits portray casual moments that double as empathetic depictions of their
subjects’ psychological and emotional states. The desire to transcend racial
categories even extends to the materials Vasquez utilizes. For example, he
combines sands from the beaches of the Dominican Republic and New Jersey on
the surfaces of his canvases, further symbolizing the duality of his identity.36

Raelis Vasquez is a Dominican born artist that currently lives and works between
New Jersey and New York. He received his BFA in 2018 from The School of the
Art Institute of Chicago. He received his MFA in 2021 from Columbia University,
NY. His first solo show was in 2017 at Studio Oh! in Chicago, IL and was titled It
Takes All Kind. He has also participated in several group exhibitions including but
not limited to: Estamos Bien: La Trienal 20/21 at El Museo del Barrio in New
York, NY (2020-2021); This is America at the Kunstraum Potsdam in Berlin,

36

“Raelis Vasquez,” Raelis Vasquez - 31 Artworks, Bio &amp; Shows on Artsy (Artsy, 2022),
https://www.artsy.net/artist/raelis-vasquez.
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Germany (2021); and he currently included in the show Aqux at The Mistake
Room in Los Angeles, CA (2022).
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Marketing and Press Plan
Perhaps one of the most important technological advances to come out of the
new millenia is social media. For better or worse, social media is a powerful tool
that can be used to reach and captivate a wide audience. Considering the low
budget, social media will be the best and cheapest way to be able to bring the most
amount of awareness to the exhibition. Currently, the most popular social media
platforms are Instagram and TikTok. However, reaching virality in these platforms
can prove tricky without proper use. Therefore, with the below ingredients, an
outline of how to properly manage the platforms is provided.
The first thing that one has to take into consideration when using any sort of
social media platform is the target demographic. For this show, the target
demographic is Latinx young adults to older (although this could potentially appeal
to any bi-cultural young adult). Every tactic in this plan will be dependent on
reaching this target audience; starting with the use of the specific platforms of
Instagram and TikTok itself. The fact that these are image and video based
platforms will be especially useful in promoting the exhibition, as the younger
generation are much more image-oriented. The quick pace of the platforms means
that the images and videos used will have to be captivating from the start.
One way to reach the target demographic is through the use of hashtags.
With the proper hashtag use not only will people be able to find the social media
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accounts faster, but it will also create a two-way interaction between the audience
and the show itself. With the former, researching the most interacted with hashtags
(in other words, hashtags that already exist) is essential for the promotion of the
event. This is because there will already be a base community of like-minded
individuals. With the former, creating the hashtag will be necessary. This hashtag
will have to mimic the energy of the show, and be able to create a response from
the audience. A potential hashtag for this case could be #YourImmigrationStory.
Not only does this mirror the exhibition’s purpose, but people can use this hashtag
to post their experience with immigration creating a larger conversation about the
subject as a whole. Hashtags will have to remain consistent throughout both
platforms.
Before the opening of the exhibition itself, a great way to peak the
audience’s interest and generate a buzz is to post teaser content. With Instagram,
this will entail posting images of the work with a short little description tagging the
artist. Tags are not only essential in crediting the artist, but also a great way to
further extend the reach of the exhibition as people interested in the artist can see
where they will exhibit next. Instagram is much more concerned with the aesthetics
of the account and image as a whole so great effort will be put into posting images
that adhere to these rules. However, TikTok is video-based and much more eclectic
in terms of content style. Examples of teaser content for TikTok could be: clips of
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the artists/organizers telling their immigration story (this also brings in the created
hashtag), clips of how the artist created the work or them explaining a little bit
about the work, or a time-lapse of the installation process (this will be posted
closer to the exhibition opening). The key to teaser content is to not bombard the
audience with posts (so as to not overwhelm them), but to post a couple a week at
peak times (slow and steady is best here). All content during this stage will end
with a poster that includes the event information (see Appendix A) to inform
people of the details of the event.
Social media promotion does not stop when the exhibition has opened. This
is when live-streaming will be particularly useful. The first live-stream should
happen during the opening reception and feature reactions of people attending the
event. The next couple of live-streams can feature artist talks, discussion panels,
and a walk-through with the curator. If the beginning part of the marketing plan is
to create hype for the show, then this is the part where the educational aspect
comes in. However, we still want to keep the content light so as to maintain the
audience’s attention; give them enough information to want to come to the show
and see them themselves. This is also the part where we could invite art influencers
to the show to give their review; perhaps even give them control of the social
media accounts for a day as a sort of collaboration. However, some influencers
have fees which will have to be taken into consideration.
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Although social media will be the main form of marketing, it is still essential
to have a press release (see Appendix B) for the event. This will attract more of the
older (and perhaps more professionally established) audience. The press release
will be short, but informative enough to encapsulate the ethos of the exhibition.
This press release will include perhaps more academic jargon, as this will be
posted on more established magazines and art newspapers. This type of writing
will also have the effect of elevating the show’s status in academic and professional
circles.
As this is a show about Latinx immigrants for Latinx immigrants, it is
essential to be able to reach as wide an audience as possible. This is the only way
to be able to fully encapsulate the Latinx experience and broaden the dialogue
surrounding the subject. This is why it is necessary to include both types of media
promotion (social and more professional). Having this generational mix of
interactions with the exhibition will only improve its overall goal of changing the
way we look at immigration.
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Budget
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Catalog Essay

Art has always been about forming a sort of cultural identity, but in recent
years, the canon of Art History has been undergoing a reevaluation to include the
identities of people that have often been excluded from the narrative. This is
especially true for Latin American art whose construction of a collective identity,
Latinidad, has long been complicated by an influx of different cultures over the
years through patterns stemming from globalization. Starting with pre-colonial all
the way to contemporary times, the art produced from these different periods has
changed what Latinidad looks like to its people. In this sense, Latinidad has always
been convoluted by globalization (and the immigration that has come from it), but
it is also what has defined it. By looking at the art created by each period, we can
begin to see how Latindad has ultimately subverted systems of colonial oppression
caused by globalization.
The art historical cannon had long been defined by the creation of center and
periphery modes of artistic interpretation where the “West” was placed as the
center and the “East” was the periphery. This was especially true during the
fifteenth century (also called the Age of Discovery) 37. During this time, the art
produced by the “West” was more naturalistic to mimic the development of science

37

Jean Brown Mitchell, “The Age of Discovery,” Encyclopædia Britannica (Encyclopædia Britannica, inc.,
1999), https://www.britannica.com/topic/European-exploration/The-Age-of-Discovery.
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because to them “the development of realism is a slow and difficult process
comparable to the successive discoveries in Western science.”38 Thus, arts of the
other Eastern nations (such as Africa or the “Orient”) were placed with the same
curiosity as would later be bestowed upon pre-colonial indigenous Latin American
art because they did not adhere to the classical expectations of artistic production
and interpretation imposed by the “West”.
When Columbus arrived in the New world, he brought with him the Western
“hierarchy of value, creating greater and lesser works of art out of the traditions of
others.”39 Since the pre-colonial indigenous art did not adhere to the Western
aesthetics and functions of classicism, they were deemed as “less-than” in terms of
artistic value because of the abstract qualities of the work. Even notable Western
artists, such as Albrecht Dürer, did not comprehend the art coming out of the New
World. In his travel diary, he describes some Aztec relics that were brought by
Cortez to Europe. However, he comments not on the appearance of these objects,
but rather, their monetary value. He does commend their ingenia (inventiveness),
but ends his entry stating that he cannot put into words what he actually thought of
the objects themselves. This was not the case when comparing other entries of
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Esther Pasztory, “Still Invisible: The Problem of the Aesthetics of Abstraction for Pre-Columbian Art and
Its Implications for Other Cultures,” Res: Anthropology and Aesthetics 19/20 (1990): pp. 104-136,
https://doi.org/10.1086/resvn1ms20166829.
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Dürer’s when he was describing Roman columns (they were well-proportioned),
nor a Jan van Eych painting in which he admired the painters thoughtfulness.40
This is the type of language that has dominated the dialogue around this type
of art; art historians, anthropologists, and even museums tended to “identify art
with finished, stable objects bearing representational functions. However, in many
of these cultures, art is performative, ephemeral, and nonrepresentational.”41
Historically, these arts have been placed in ethnographic exhibits that focus on
technologies of making rather than the purpose of these objects that was stated
above. In other words, these objects, the precursors to all Latin American cultural
hegemony, have always been defined by the “West” through all the object records
that have survived the test of time. There has been almost no effort to understand
them in themselves, from within their own history, extending from the past into the
present.”42
It is important to understand that pre-colonial indigenous Latin American art
developed and blossomed separate from the eastern hemisphere. These indigenous
people had their own culture and sense of self-identity that did not involve any
Western influence. As such, when the Spanish conquistadores came to the New
World, in order to establish dominance over the indigenous population, they had to
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Pasztory, “Still Invisible,” 105.
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erase their conception of self-identity. In this sense, the formulation of Latinidad
was based upon this erasure in order to champion the white man’s culture and
aesthetic principles.43 Globalization during this time (the beginning of the Colonial
Period in Latin America), was a violent tool used to subjugate the indigenous
people of what would become Latin America.
During the Colonial Period, immigration to the New World (specifically to
the Spanish and Portuguese colonies that would later form modern Latin America)
was at an all time high; roughly 900,000 Spaniards and 700,000 Portuguese people
made it to the New World by the end of this period.44 In fact, the amount of people
immigrating to the New World was “massive enough and gender-balanced enough
to permit the formation and reproduction of the colonizers’ culture with a
transformative force unprecedented in the modern history of colonialism.”45
Having said that, this transformation was not a peaceful one.
At even the most microscopic level (literally), the pathogens that the Spanish
and Portuguese brought to the New World completely decimated the Indigenous
population; a catastrophe that had not been seen since the Black Plague.
Macroscopically, they also changed every single aspect of quotidian life from
clothing to naming patterns to even leisure activities. The colonizers even changed
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the literal landscape of Latin America by implementing commercial agriculture and
establishing the Mediterranean urban plan consisting of central plazas and a
checkerboard grid formation. Most important of all, the colonizers imposed the
Iberian law system, which at the time was completely monopolized by Roman
Catholicism.46
The Roman Catholic Church had immense power and money. Thus, they
controlled all of the cultural, economic, and artistic productions of Europe. In order
to appease the Church and completely decimate any lingering Indigenous
self-identity, they had to evangelize all modes of artistic production. However,
since it was the Indigenous population that created most of these artworks, the
result is a “sad pastiche–a marginal postscript to pre-Columbian masterworks and
an inferior imitation of the European art forms that were force fed,”47 to the people
in order to erase their culture. This is sometimes called the Meztiso48 style. This is
best exemplified through an analysis of the Cuzco School (in order to get a sense
of the artistic style) and the imagery and folklore of La Virgen de Guadalupe (in
order to get a more cultural perspective).
The Cuzco School was the first painting academy in Latin America from the
sixteenth century to the eighteenth century. The school consisted of artists of
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Indigenous descent, who were taught in the Spanish Mannerist style. However, the
artists would often incorporate their own indigeous elements into the paintings.
Much of the art produced in this academy was used to decorate the newly erected
churches around Peru. By the eighteenth century, the artists that once participated
in the academy had left to create their own workshops, pointing to a certain type of
resistance.49
In terms of La Virgen de Guadalupe, the story goes that La Virgen appeared
to an indigenous child that had recently been Christianized, Juan Diego. La Virgen,
in Nahuatl (the native language of the central people in Mexico), asked that a
church be erected in her honor. It was only after several attempts to convince the
Archbishop of this apparition that Juan Diego succeeded when he opened his
tilmatli (a cloak made out of cactus-fiber) and roses tumbled out; on the inside of
his tilmatli, a life-sized image of La Virgen had been imprinted.50 Every single
element in this story serves as a propagandistic tool to indoctrinate the indigeous
people as “The hierarchy acknowledged Indian resistance to domination, both
overtly in the form of uprisings and covertly in the persistence of traditional
religious belief.”51 It is no coincidence that the Virgin appeared to a recently
converted child: the symbol of a new “domesticated” generation. Furthermore,
49
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both the place and language used by the supposed apparition had incredible and
obvious ties to the native people; the mountain, Tepeyac, had been a pre-colonial
site dedicated to various earth deities.52
Even the imagery attached to the Virgin is symbolic and shows the level to
which the colonizers wanted to eradicate all ties to indigeneity. In fact, this Virgin
is simply just another iteration of all the other standardized European Immaculate
iconography with the only difference being the inclusion of “ashen-olive skin and
straight black hair.”53 This was an attempt by the Church to relate to the native
populations and gain their control by conveniently reflecting racial characteristics
onto a seemingly more palatable (at least to the colonizers) Catholic ideology.
Nevertheless, their campaign to convert the masses was not successful in subduing
the Indigenous culture completely; even despite the mass influx of Europeans
immigrating to the New World as stated above.
By the end of the Colonial Period (roughly the end of the nineteenth
century), even with the large intentional genocide of the Indigenous peoples, they
still made up the ethnic majority of the New World population. In fact, four-fifths
of the population was nonwhite (including the mestizos) and the rest were either
directly mainland Europeans or criollos (the name for Latin American-born
Spaniards).54 However, even though their population was far less, they held all
52
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political power. Thus, Latinidad during this time is best represented by the
mestizos. It points to a power struggle caught between two identities; a tug-of-war
between the domination of Spanish and Portuguese ideologies and a resistance to it
all in one identity.
This all changed during the Latin American Independence movements at the
end of the nineteenth century up until the twentieth century. During this period, we
see an almost 180 degree turn in the ethos behind all artistic motivation in an
attempt to free themselves from all colonial rule. Latin American artists pushed
towards a decisively “Latin” identity by rejecting any colonial influence and
celebrating its indigenous roots. This period is the start of the recognition for most
Latin American artists within the art historical canon with the inclusion of
movements like the Mexican muralists, Social Realism, Constructivism, and
Landscape painting to name a few. As David Alfaro Siquieros said in his
Manifiesto a los Plásticos de America, artists were looking for “A monumental and
heroic art, a human art, a public art, with the alive and immediate example of our
great American pre-Hispanic culture.” 55 This is what would later be known as
Indigenismo. Perhaps the most famous of the artists to come out of that movement
would be Diego Rivera and Frida Kahlo.
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Rivera is most known for his large-scale murals and even bigger
personality. However, his choice of medium is a direct homage to Indigenous
artistic production. Mural painting was a large part of Indigenous practice
throughout Latin America, but especially in Mexico. Every great archeological site
(at least from the ones that were not destroyed by the conquistadores) from Monte
Alban to Chichen-Itza to Teotihuacan has vast murals created by the pre-hispanic
populations. Although Kahlo’s surrealist portraits also include indigenous motifs,
her rejection of colonial rule stems more from her rejection of European beauty
standards and fashion. There is nothing more iconic and synonymous with Frida
Kahlo than her reboso, opulent strands of Aztec beads, and thick eyebrows.56 In
this sense, Latinidad, is defined by the complete rejection of colonial rule, but, this
rejection was also legitimized by the very forces that these artists were supposedly
rejecting.
The twentieth century is also the period that saw the most immigration from
Europe to Latin America. 57 Many European artists came to Latin America to
absorb the spirit of revolution and escape the political turmoil of the subsequent
World Wars at the start of the twentieth century. In this century, Europe was also
going through an artistic rebellion which saw the rise of the modern art
56

Rebecca Block and Lynda Hoffman-Jeep, “Fashioning National Identity: Frida Kahlo in ‘Gringolandia,’”
Woman's Art Journal 19, no. 2 (1998): pp. 8-12, https://doi.org/10.2307/1358399.
57
Katie Lloyd, “Immigration: Latin America as a Point of Destination in the Early 20th Century,”
Panoramas (Center for Latin American Studies at the University of Pittsburgh, March 4, 2022),
https://www.panoramas.pitt.edu/news-and-politics/immigration-latin-america-point-destination-early-20th-c
entury.

72

movements. These movements pivoted from the neoclassical expressions of
absolute and perfect human form towards a more fragmented and abstract view of
reality (perhaps exactly because the wars shattered the perceived perfectionism of
their own countries). Thus, it is exactly because the modernists took inspiration
from all the arts that had previously been looked down upon–Japanese
woodblocks, African masks, and Indigenous figures piqued the interest of the
Fauvists, Dadaists, Cubist, and the Surrealists– that the Latin American artists
could also thrive.58 All the abstract forms that had once been ridiculed were now
considered not only a great achievement, but also a crucial part in the artistic
advancement of the art historical canon.59
Thus, Latinidad, during this century was still defined in terms of colonial
dominance, or at least, a sort of resistance to it. In other words, Latinidad was
described as the antithesis of colonial supremacy through the memorialization of
an Indigenous past that was destroyed by the conquistadores. However, Latinidad
was still very much validated by Western hegemonic principles. In this sense,
Latinidad was trying to dismantle the master’s house while still trying to use the
master’s tools.
It must also be said that up until this point, Latinidad, or at least the
formation of it in the socio-political sphere, did not include the voice the African
58
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population that were brought as slaves to the New World by the colonizers.
Between the arrival of Columbus in 1492 and the middle of the nineteenth century,
roughly twelve million Africans were forced across the Atlantic and sold into
slavery. This surpasses the amount (by roughly four to one) that were brought even
to Europe and it “represents the first truly massive transoceanic movement in
human history.”60 The fact that Afro-Latinos had been excluded from the narrative
points to the “discursive categories [that] were created and reproduced as part and
parcel of a world-historical process of capitalist development, imperial domination
and nation-state formation.”61 The promulgation of these racial hierarchies is what
Aníbal Quijano has coined the coloniality of power.62
Up until this point of the essay, we have been discussing how immigration
(as an effect of globalization to Latin America has affected Latinidad. However, it
is also important to see how the reverse has informed this notion of self-identity.
When the United States annexed Florida, Louisiana, and the northern half of the
now independent Mexico in the early 1800s, more than 100,000 Spanish-speaking
communities became US citizens.63 This number has only increased as within the
last half century, Latin America ceased being a destination for immigrants to
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instead send a multitude of migrants to different locations across the world. This
reversal has had a profound impact on the concept of Latinidad because it now
could not just encompass the people on the mainlands of Latin America anymore.
This is where we begin to see the rise of movements like Chicano and Nuyorican
art; movements that stem from Latin American descendent communities in the
United States.
These movements stem from the sociopolitical upheaval of the Civil Rights
Movement during the sixties and seventies in the United States. It was a way to
create spaces for inclusion, and, more importantly, resound with the cultures of
their respective motherlands while abroad. These movements are also the birth of
Latinx art and “encompassed a range of art forms and modes, from politically
charged murals and posters presented in public spaces to subversive
performances.”64 These movements largely started in the Southwest and East coasts
of the United States which were areas with an immense Latinx population.
Although each movement is specific in their bicultural identity (the Chicanos were
Mexican-American while the Nuyoricans were Puerto Ricans in New York), they
both take as an ethos a reclaiming of racial narratives that plagued their
communities.
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The Chicano phase of Mexican-American Art started in 1965 and lasted
until the 1980s.65 It was a powerful movement that established a network of
like-minded artists of Mexican descent. One of the founding aspects of the
movement was the adoption of their Indigenous heritage as a way to stress the
non-Anglo Saxon (in other words white) cultural and racial aspects of their
heritage.66 The art created by these artists not only processed the oppressive and
anti-Latinx sentiment of the times, but also allowed them to determine their own
identity despite these forces. One of the most celebrated of these artists was
Antonio Bernal who, in 1968, created a mural featuring two panels outside the
walls of the Teatro Campesino in Del Rey, California (Appendix C).
As stated above, murals were incredibly important in pre-Columbian
cultures. One of the panels, in particular, is incredibly reminiscent of the murals in
Bonampak, Chiapas, Mexico and equally features pre-Columbian figures wearing
headdresses with long feathers meant to resemble soldiers. The second panel
features a sequence of prominent Mexican revolutionaries such as “Pancho” Villa,
Emiliano Zapata, and La Adelita. Following behind these revolutionaries are the
figures of Malcom X and Dr. Martin Luther King Jr. The figures are also all drawn
with the particular Mayan style with bright colors. The message is clear: it is an
affirmation of racial pride against colonial forces. It also correlates the struggle of
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the pre-Columbian people with the Mexican and Black revolutionaries.67 It points
to the history of the “Western” occupation of foreign lands.
Somewhat conversely, the Nuyorican movement emerged in New York as a
response to the recent unexplained occupation of Puerto Rico by the United States.
Because of this struggle, Puerto Ricans in the United States suffered a double
erasure from the mainland and American society. This rejection was the catalyst
for the anti-colonial sentiment that is the main motivation from the Nuyorican
movement. There was also a campaign started by the United States government
against the Puerto Ricans in the country that displayed the people through a racist
lense, such as the Puerto Rican Study of 1958 which referred to it as the “Puerto
Rican Problem”. This spread the stereotypes that Puerto Rican men were all
abusive drunks and the women were all promiscuous vixen out to steal your
American husbands. Thus, the Nuyorican movement spoke directly to these
misrepresentations in order to reclaim the narrative in their own terms. However,
unlike the Chicano movement which was mainly about visual art, the Nuyorican
movement blossomed mostly from literature and poetry.68 One of the most
important spaces to come out of this movement is the Nuyorican Poets Cafe.
The cafe was founded in 1973 in the living room of the poet Miguel Algarin
on east sixth street in New York. His apartment served as the initial hub where
67
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other playwrights, musicians, and poets of Puerto Rican descent (both Latinx and
Afro-Latinx) could perform their work to an audience of their peers. These
gatherings grew so much in popularity that Algarin and other members decided to
rent out an Irish pub that was down the street in order to grow the occupancy
space, before finally purchasing an old tenement building at 236 east third street
where the Cafe still stands.69 The Nuyorican Poets Cafe highlights the importance
of creating safe spaces for “otherness” to create and vocalize their oppression as a
community. Without spaces like these, there is no way to organize; the most
essential step to enact change.
These two movements point to a sort of rebirth of the notions of mestizaje
that were once a prominent part of Latinidad. However, instead of just including
those with dual Indigenous and Spanish heritage, the term can now be applied to
the larger Latin American diaspora, due in large part to the aforementioned reversal
of immigration pathways. It is exactly because terms like “Argentine Jews” or
“Lebanese Mexican” or “Chinese Peruvians” began to exist that further not only
further affirmed a new type of mestizaje but, more importantly, it called into
question the narrow definitions of the once colonial Latin American identity that
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made up Latinidad.70 This is especially true during the beginning of the
twenty-first century.
Before, Latindad only existed within the binary created by the coloniality of
power marked by the start of globalization. However, it is also exactly because of
globalization that Latinidad has been able to break free from the systematic
hierarchies that it was once assigned to. In other words, through the acceptance of
this sort of hybridization due to globalization, Latinidad could finally address the
oppression caused by colonialism and become a mechanism to fight against it.71
Contemporary art production in Latin America and beyond takes at issue these new
global contexts to express their Latinidad.
One such Latinx artist that does this is Glendalys Medina, who was born in
Puerto Rico but grew up in the Bronx, New York. Her work centers her
multicultural background in a way that layers her Latinx, Black, and Indigenous
heritage. Her work blends motifs that are inspired by both graffiti and hip-hop
culture (both prevalent artforms in the Bronx) with the geometric forms of the
Taino culture (an Indigenous tribe of the Caribbean). Her work creates a space to
consider how intersectionality and identity can be better understood.72 For
example, in her work titled Boonbox #2, 2021 (Appendix D). The work features 5
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shoe boxes that have been arranged in a line: the outer two are black, then red, and
with a gold one in the middle. Each shoe box contains a geometric pattern formed
with shoe string, with the red ones featuring an additional figure of a hand in what
seemingly looks like a thumbs up gesture. All of these shoe boxes have been
encased in a plexiglass case that resembles the typical eighties boombox. The
combination of all her heritages are expertly shown; the geometric patterns are an
ode to her Taino roots, while the boombox and shoe boxes are a shoutout to
eighties Bronx culture.
What all the evolutions of Latinidad proves is that local communities cannot
be completely erased by globalization. In fact, even though this sort of cultural
dissemination has transformed it, it is also what has made Latinidad more inclusive
to all the experiences of every person that makes up the notion. In this sense, the
very factor that at one point was once the oppressor, has been appropriated by the
masses to voice what was once forgotten. What was once a hidden transcript has
now been brought to the forefront of all artistic production and has helped process
the generational trauma of colonialism.73
Currently, the conversations around Latindad have made the term itself sort
of obsolete because of the all-encompassing nature of it. What was once a
characteristic based on locality has transformed into a global phenomenon. In other
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words, an identity that was once limited to the restraints set upon by colonialism in
order to categorize the people it was controlling, has become a symbol of
overcoming the very mechanisms that created it. However, what Latinidad does
point to is a collective history; a history categorized by the resistance against
oppression in the face of an ever changing socio-political landscape. What was
once an racial and ethnic signifier has transformed into a cultural movement that
supersedes the coloniality of power that once defined it.
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Poster Design Courtesy of Jimena Garcia Vasquez
88

Appendix B:
Press Release

Cuando Llegues, Me Esperas Por Favor. Voy Detrás de Ti, YEAR, Arleene
Correa Valencia, Image courtesy of Artist
The Latinx Project at NYU is pleased to present a group exhibition titled Pasado,
Presente, Futuro: A Story of Immigration. The show was curated by the winner of
the 2022 Curatorial Open Call: Constanza Galindo. It features the works of
Arleene Correa Valencia, Miguel Luciano, Rafael Mattei Miranda, Alicia Grullón,
Lucia Hierro, Isabella Cruz-Chong, Justin Favela, Shellyne Rodriguez, and Raelis
Vasquez.
Pasado, Presente, Futuro: A Story of Immigration takes an individualistic approach
to the conversation surrounding immigration. The artwork featured takes as a basis
the personal experiences of the artists in order to delineate a timeline of
immigration. Thus, Pasado, Presente, Futuro adds a level of humanity that is not
often discussed and highlights nuances that are often forgotten. The exhibition
gives Latinx immigrants their voices back and gives them a space to process their
past, present, and future.
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The timeline starts with the works of Arleene Correa Valencia, Miguel Luciano,
and Rafael Mattei Miranda. These artists show us the past; the life that was once
had before the journey even started and the objects that were left behind. Alicia
Grullón, Lucia Hierro, and Isabella Cruz-Chong offer a glimpse into the present
condition of the Latinx immigrant: the duality that is present within their identity
and a reminder of the mortality of it all. Finally, the works of Justin Favela,
Shellyne Rodriguez, and Raelis Vasquez show us an imagined future. It shows us
the communities that can be lost due to factors such as gentrification, and why
immigrants complete this arduous journey in the first place: to obtain a better life
for future generations.
Arleene Correa Valencia is a Mexican born artist living and working between
Brooklyn, NY and Napa, California. In 2018 Correa Valencia received her BFA
from California College of the Arts, where she also finished her MFA in 2020. Her
most current solo exhibition opened in 2022 at the Meritorious Autonomous
University of Puebla (BUAP) and is titled (In)visible En La Oscuridad (De
Regreso A Casa) / (In)visible In The Darkness (Returning Home). She has also
participated in various group exhibitions including but not limited to: Through Her
Eyes at Gallery 300 in Sebastopol, CA (2021); Come To Your Census: Who Counts
in America? at Yerba Buena Center for the Arts in San Francisco, CA (2020); and
Our Connection To The Land at Movimiento de Arte y Cultura Latino Americana
(MACLA) in San Jose, CA(2019). Correa Valencia has also won numerous awards
including but not limited to the William and Gloria Brobeck Scholarship in
Graduate Fine Arts in 2019. She was also an AXA Art Prize Finalist in that same
year.
Isabella Cruz-Chong was born in the United States, however, she moved to
Mexico when she was three years-old. She currently lives and works in Brooklyn,
New York. She received her BFA from the School of the Art Institute of Chicago in
2012, and her MFA from the Parsons School of Design, NY in 2016. Her most
recent solo exhibition opened in 2019 at A.I.R Gallery in Brooklyn, NY and was
titled Sol, ella y yo (Sol, her and I). She was included in The Fifth AIM Biennial
(2021-2022) at The Bronx Museum of the Arts in the Bronx, NY. She has
participated in several group exhibitions including but not limited to: Ojalá at the
Carlsbad Museum and Art Center in Carlsbad, NM (2018); To Scatter or Sow at
Beard and Weil Galleries in Norton, MA (2021); and Passages at the Torpedo
Factory Art Center in Alexandria, VA (2018). In 2019 she received the A.I.R
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Fellowship 2018-2019 in New York, NY. in 2017 she was a New York Community
Trust Van Lier Fellow through Smack Mellon Residency in New York, NY.
Justin Favela is an American born artist of Mexican and Guatemalan descent. He
currently lives and works in Las Vegas, NV. Favela received his BFA from the
University of Nevada, Las Vegas with an emphasis on sculpture. Favela has
exhibited his work internationally as well as across the United States. His
installations have been commissioned by museums including but not limited to the
Denver Art Museum, CO and Crystal Bridges Museum of American Art, AR. He
currently hosts two culture-oriented podcasts, Latinos who Lunch and The Art
People Podcast. In 2018, he was the recipient of the Alan Turing LGBTIQ Award
for International Artist. In 2021, he was also awarded the Joan Mitchell
Fellowship.
Alicia Grullón is an American born artist of Dominican descent who currently
lives and works in New York. She received her BFA in 1995 from the Tisch School
of the Arts at New York University. In 2005, she received her MFA from State
University of New York at New Paltz. From 2014 through 2016, Grullón took
Doctoral courses in Art and Art Education from Teacher’s College at Columbia
University. She has had several solo exhibitions, with the most recent one
presented at NADA at Art Basel, Miami in 2021 titled Alicia Grullon: Please
Don’t Let it Be Too Close. Grullón has been showcased in several group exhibitions
including: The 8th Floor, Bronx Museum of the Arts, BRIC House for Arts and
Media, El Museo del Barrio, and Socrates Sculpture Park. Among her many
awards, she was the inaugural recipient of the Colene Brown Art Prize, 2019.
Grullón has also served as a mentor for New York Foundation of the Art’s
Immigrant Artist Mentoring Program. She is currently an adjunct at The School of
Visual Arts and the City University of New York.
Lucia Hierro is an American born New York based artist of Dominican descent.
She received her BFA in 2010 from the School of Art and Design at Purchase
College, SUNY, NY and her MFA in 2013 from Yale School of Art. Hierro has had
several international and domestic solo exhibitions, with her most recent one
opening in 2021 at Charlie James Gallery in Downtown LA titled Tal Cual. She
has also been included in various group exhibitions including but not limited to:
Estamos Bien, El Museo del Barrio’s Triennial, NY (2021); Home Sweet Home: Is
Home A Sanctuary? at Children’s Museum of the Arts, New York, NY (2019);
Vivid Memories of a Blurred Past at Atlanta Contemporary, Atlanta, GA (2018);
and Black Pulp Black Pulp at IPCNY, Chelsea, NY (2016). She has also
participated in several artist residencies including the Casa Quien Residency in
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Santo Domingo, Dominican Republic (2018), the Redbull House of Art Residency
in Detroit, MI (also in 2018), and the Fountain Head Residency in Miami, FL
(2016) to name a few. She is currently a visiting teaching artist at the Socrates
Sculpture Park in Queens, NY.
Miguel Luciano was born in San Juan, Puerto Rico and currently lives and works
in New York. He received his BFA in 1997 from the New World School of the Arts
at the University of Florida where he also received his MFA in 2000. He has had
solo exhibitions both internationally and domestically with the most recent one
inaugurated in 2020 at The Metropolitan Museum of Art’s Civic Practice
Partnership Residency exhibition at Galería del Barrio in East Harlem, NYC titled
Cemí-Libre. Luciano has also been showcased in several group exhibitions
including but not limited to: Freedom Dreams in Contemporary Art at The Samuel
Dorsky Museum of Art in New Paltz, NY (2021); The Visual Life of Social
Affliction at TENT in Rotterdam, Netherlands (2020); Mundos Alternos at Queens
Museum in Queens, NY (2019); and Culture and The People, 1969-2019 in El
Museo del Barrio in Queens, NY (2019). He has also been awarded multiple
awards and residencies including the Latinx Artist Fellowship from the Mellon
Foundation in 2021, Painters and Sculptors Award Grant from the Joan Mitchell
Foundation in 2007, and an Artist Fellowship from the New York Foundation for
the Arts in 2004. He is currently a Core Critic for the MFA in Painting and
Printmaking from Yale University School of art, as well as is a MFA Fine Arts
Faculty at the School of Visual Arts.
Rafael J. Miranda (also known as Rafael Miranda Mattei) is a Puerto Rican artist
that lives and works in San Juan, Puerto Rico. He received his BFA in 2008 from
the Escuela de Artes Plasticas in San Juan, Puerto Rico. He has had many solo
shows both in Puerto Rico as well as the United States, with the most recent one
inaugurated in 2017 at Zawahra Alejandro in San Juan Puerto Rico in 2017. He has
also participated in various group exhibitions including but not limited to:
HeadSpace at Morris Warren, New York, NY (2016); Elecciones Coloniales at
Km.2 in San Juan, PR (2016); and 4ta Trienal Poli/Gráfica de San Juan, América
Latino y el Caribe in Instituto de Cultura Puertorriqueña in San Juan, PR (2015).
Shellyne Rodriguez is an American born multidisciplinary artist of Puerto Rican
descent. She currently lives and works in the Bronx, NY. Rodriguez received her
BFA in 2011 from the School of Visual Arts, and her MFA in 2014 from Hunter
College. Rodriguez has participated in numerous group exhibitions including but
not limited to: What is Here is Open, Selections from the Trash Collection at
Hunter East Harlem Gallery in New York, NY (2019); Pasado y Presente: Art after
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the Young Lords 1969-2019 at Nathan Cummings Foundation in New York, NY
(2019); and Original Language at Cue Art Foundation in New York, NY (2018).
She has one several awards and Residencies including the 2019 Robert Blackburn
Printmaking Workshop SIP fellow, the 2019 Inaugural Artist in Residence at the
Latinx Project at NYU, and the 2018 Public Sculpture Percent for Art Commission,
Bronx NY to name a few. In 2017 she founded the Night Studio art school for
GED students with MoMA where she is currently also a Teaching Artist. She is
also a teaching artist for the Community Partners program also at MoMA.
Raelis Vasquez is a Dominican born artist that currently lives and works between
New Jersey and New York. He received his BFA in 2018 from The School of the
Art Institute of Chicago. He received his MFA in 2021 from Columbia University,
NY. His first solo show was in 2017 at Studio Oh! in Chicago, IL and was titled It
Takes All Kind. He has also participated in several group exhibitions including but
not limited to: Estamos Bien: La Trienal 20/21 at El Museo del Barrio in New
York, NY (2020-2021); This is America at the Kunstraum Potsdam in Berlin,
Germany (2021); and he currently included in the show Aqux at The Mistake
Room in Los Angeles, CA (2022).
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Appendix C

Antonio Bernal
Exterior of El Teatro Campesino, 1968
Image courtesy of Teatro Campesino
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Appendix D

Glendalys Medina
Boonbox #2, 2010
Sneaker boxes, hinges, laces, plexi- glass, and pipes
9 1/2 × 14 1/2 × 34 in
Courtesy of the artist
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