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LA RECONQUISTA: A POST-COLUMBIAN NEW WORLD

PATRICIO CHAVEZ, CURATOR

1992 marks the 500 year anniversary of the European invasion of the
Americas. In the U.S. Christopher Columbus is a national hero and school
children are taught that Columbus “discovered” America. This 20th
century mythology legitimizes a violent history of conquest and domina-
tion, and begs the question of the fate of the original inhabitants, the
indigenous peoples we call Native Americans or American Indians, and
their descendants. The legacy of the initial voyages of the Europeans to
the “New World” continues to be a hemispheric catalyst for the contradic-
tions of contemporary life in the U.S..

How does the post Columbian legacy affect us today? In the 1990s, as the
Berlin wall comes down, the U.S. erects a barrier to divide the peoples of
the Americas. At the San Diego/Tijuana border (the most traversed
international border in the world) in places a reinforced steel wall
separates the two countries. Attacks on Latino migrant workers by the
U.S. Border patrol and “citizen activist” groups increase. In nearby

Los Angeles African-American and Latino people rebel against injustice,
poverty and isolation. The world watches a global irony as the U.S.
practices domestic exclusion despitte its rhetoric of international
inclusion.

La Reconquista: A Post Columbian New World seeks 1o give voice to
those people, primarily people of color, who were born of the violence
and genocide that began 500 years ago. These voices represent the
counter-colonial view of the New World Order, despite pressures to
silence them through the political process and the limitation of educa-
tional and economic opportunities. There are many examples of these
forces: the conservative attacks on the National Endowment for the Arts,
criticism of African-American rap groups and censorship of film, radio,
and television. “Political correctness” is a term used against progressive
thought, as is the term “revisionist,” used when attacking people who are
writing their own collective experience and history. These labels deflect

attention from genuine social inequities and the imperative of wholesale
change of U.S. institutions,

The failed premises of the colonial powers are painfull evident. A truly
new world paradigm is necessary for the planet and the human family to
flourish; a paradigm not based on power and hierarchies but on collabora-
tion, mutual respect and relinquishing of privilege.

In the statements that follow this essay the six artists who have created
the installations in La Reconquista express their particular concerns. Each
of the four installations seeks to redefine and contextualize pivotal
issues—racism, prejudice, marginalization, exclusion, and
“multiculturalism™—in the Post Columbian New World. These artists
represent a collective call for change that is growing louder by the day.

Amalia Mesa-Bains speaks to the “knowledge of the past for the reflec-
tion of the present” by using emblematic structures and symbolic lan-
guage in her installation EMBLEMS OF THE DECADE: BORDERS.
The American experience for Mesa-Bains, a child of Mexican immi-
grants, includes many forms of loss: loss of history, loss of ancestry and
ultimately the threat of loss of self. Her work addresses the reclamation of
the past and the recovery of the present through “memory and ceremony.”
Today many contemporary artists of color are regaining their sense of self
and community through the innovative use of language: visual, writtten,
and spoken.

Hulleah Tsinhnahjinnie’s voice is that of a healer, an artist, a woman and
a person indigenous to what is now called the United States of America.
Tsinhnahjinnie uses her background as a Dine (Navajo) to create a
peace/piece, a sand painting and video installation entitled
HEADCOUNT. The combination of contemporary video and a tradi-
tional art form reveals the complexity of living in several worlds at once.



YENIDEN FETIH: KOLOMB SONRASI YENI DUNYA

PATRICIO CHAVEZ, KURATOR

1992 yihi, Avrupahlarin Amerika kitalanini isgalinin 500ncii yildonii-
miidiir. A. B. D.’de Kristof Kolomb ulusal bir kahramandir ve okul
gocuklarina Kolomb’un Amerika’y: “kesfettigi” 6gretilir. Bu 20nci
yiizyil hurafesi, fetih ve baskidan olusan saldirgan bir tarihi megru
kilmakta, bu kitalarin asil sakinlerinin, dogustan Yerli Amerikali ya da
Amerikan Yerlisi olan halklarin ve ¢ocuklaninin kaderini aragtirmaya
cagirmaktadir. Avrupahlarin “Yeni Diinya™ya ilk yolculuklarinin
mirasinin giiniimiiz A. B. D."sindeki yagantinin geligkilerine yarikiire
capinda katkilan siirmektedir.

Kolomb’dan miras kalanlar nasil oluyor da bugiin bizleri etkileyebiliyor?
1990’larda, bir yanda Berlin duvar yikilirken &te yanda A. B. D.,
Amerika kitalarimin halklarini bélmek amaciyla engeller dikmektedir.
Diinyadaki en ¢ok gecilen uluslararas: simir olan San Diego/Tijuana
sinirinda gii¢lendirilmis gelik bir duvar iki iilkeyi birbirinden ayirmak-
tadir. Latin Amerikali gdgmen isgilere A. B. D. simir devriyelerinin ve
“eylemci yurttaglar”in saldinlan giderek artmaktadir. Hemen bitisikte,
Los Angeles’te, Afrika ve Latin asilli Amerikalilar adaletsizlige,
yoksulluga ve terkedilmiglige karg1 ayaklaniyorlar, Diinya uluslararas:
bir ironiyi izliyor: A. B. D. bir yanda uluslararas: katihm belagat
yaparken dte yanda, kendi iginde, tecrit uygulamalarin siirdiiriiyor.

“Yeniden Fetih: Kolomb Sonras: Yeni Diinya” (La Reconquista: A Post
Columbian New World), 500 y1l énce baslayan siddet ve soykirimin
yaratugy, 6zellikle farkli irklardan insanlarin sesini duyurmayi
amaclamaktadir. Bu sesler, siyasi yollardan ve egitim ve ekonomik
firsatlar kisitlanarak susturulmaya ¢aligihyorsa da, Yeni Diinya
Diizeni’nin somiirgecilik kargiti gériiglerini temsil etmektedirler. Baskici
giiclere birgok 6rnek siralayabiliriz: Tutucularin Ulusal Sanat Vakfi'na
(National Endowment for the Arts) saldirilari, Afrika asilli Amerikali-
larin “rap” miizik gruplarinin elegtirilmesi, film, radyo ve televizyonun
sansiirlenmesi. “Dogru siyaset” (political correctness) sozii, ilerici

diigiinceye karsi kullamlan bir terim; tipki kendi kolektif deneyimlerini
ve tarihlerini yazanlara saldirmakta kullamlan “revizyonist™ terimi gibi.
Bu etiketler, ger¢ek toplumsal esitsizliklere ve A. B. D. kurumlarinda
kokten degigiklik yapilmasinin zorunluluguna yonelmesi gereken dikkati
bagka taraflara ¢ekiyor.

Somiirgeci gii¢lerin iddialarinin boga ¢iktig1 apagik ortadadir. Hem
yeryiiziiniin hem de insan toplulugunun serpilip gelismesi igin gergek
anlamda yeni bir diinya 6rnegi gerekiyor. Bu érmegin gii¢ ve hiyerarsiden
degil, isbirligi, karsihkli saygi ve ayricalikli olmamay: kabulden
kaynaklanmas: gerekir.

Bu yazinin ardindan *Yeniden Fetih”in enstalasyonlarim yaratan alti
sanatginin agiklamalarini okuyacaksiniz. Dort enstalasyonun her biri
Kolomb Sonrasi Yeni Diinya’daki bazi temel konulan yeniden tanimla-
may!1 ve bunlarin glindemdeki yerini belirlemeyi hedefliyor: Irk¢ilik, 6n-
yargi, dnemsizlestirme, diglama ve “cokkiiltiirliilik™ (multiculturalims).
Bu sanatgilar her gegen giin daha bir giirlesen degigim ¢agnlarini temsil
etmektedirler.

Amalia Mesa-Bains, ON YILIN AMBLEMLERI: SINIRLAR adl
enstalasyonunda amblematik yapilar ve simgesel dil aracihifiyla “simdiye
yansitabilmek icin ge¢misin bilinmesi”nden s6z ediyor. Meksikal
gé¢men bir aileden gelen Bains i¢in Amerika deneyimi, yitirmenin
birgok bigiminden olugmaktadir: Tarihi yitirmek, atalarim yitirmek,
sonunda da gelip benligini yitirme tehdidine dayanmak. Bains’in yapiti,
gecmisi “bellek ve téren” aracihgiyla geri ¢cagirmayi, simdiyi ise
onarmayi oneriyor. Bugiin farkl: irklardan birgok sanat¢ kisiliklerini ve
topluluklarim yeniden kazanmay: dili yaratici bigimlerde kullanarak
bagariyorlar: Gorsel, yazilan ve konusulan dil.

Hulleah Tsinhnahjinnie, bugiin Amerika Birlesik Devletleri denen yerin



In the past many non-Natives have produced so-called “Native Ameri-
can” art, Recently the U.S. government passed Public Law 101-664
allegedly to protect Native American artists from exploitation. The law
requires that artists identifying themselves as Native American be racially
certified through possession of federally regulated census numbers based
on blood quantum (degree of Indian blood) that are issued by tribes. This
law has created great debate and bitterness within the Native American
community. There are many Native artists who do not possess census
numbers either by choice—they reject the role of the government to
define who is Native American—or because of particular family and
historical circumstances. In HEADCOUNT Tsinhnahjinnie addresses the
questions of self-definition and self-determination posed by this situation.

Richard Lou and Robert Sanchez, in their installation ENTRANCE IS
NOT ACCEPTANCE, address the reality of racism in the California/
Mexico border region for Mexican immigrants and migrant workers. By
combining documentary videos and the physical metaphor of doors, the
artists examine the economic, social and political barriers that serve to
marginalize working people of color and render them invisible. Negative
stereotypes of Mexicans—as violent criminals, drug dealers, poor and
uneducated—play an especially insidious role in defining the attitudes of
Americans in the area. As a result, the artists explore not only the
international border between the U.S. and Mexico but the intangible
borders of the mind that separate peoples in the U.S..

In misecesgesNATION David Avalos and Deborah Small also consider
racism and prejudice in North America. Here the artists analyze 18th,
19th and 20th century popular culture—nhistorical painting, literature,
television and film—to expose the fear of racial mixing and notions of
racial purity. The installation creates “Ramona’s Bedroom,” based on
Helen Hunt Jackson's fictional character of Ramona, the doomed heroine
of a popular novel on the tragedy racial mixing, as a viewing area for a

satiric video survey of miscegenation in American popular media. The
video underscores the difficulties of negotiating everyday life in a racist
society; the darker your skin or stronger your accent the more problems
you will have. The installation also includes a wall work called
mesetiezo*NATION that reexamines the historical genre of Mexican
*Castas” painting and its obsessive attention to documenting various
forms of racial mixing. With wit and humor Avelos and Small address
the contradictions of racism as a means of challenging the problems of
creating a genuinely multicultural society.

For more than 20 years we at the Centro Cultural de la Raza have been
committed to the preservation and presentation of Chicano and Native
American culture and art. Through exhibitions such as La Reconquista:
A Post Columbian New World we seek the reclamation, liberation, and
recovery of our personal and ancestral histories. This year, in 1992, we
celebrate the resistance and survival of our peoples and rededicate our
commitment to creating a better world for our peoples and our
communities.



yerlisi. Sesi iyilestiren, sanat¢1 ve kadin bir ses. Tsinhnahjinnie, bir kum
resmi ve video entelasyonundan olusan KAFA SAYIMI adh yapium
Dine (Navajo) gegmisinden yararlanarak gergeklegtirmis. Cagdas
videoyla geleneksel bir sanat bigimini birlegtirmek, ayni anda birgok
diinyada yagtyor olmanin giigliigiinii sergiler. Gegmigte Amerikan Yerlisi
olmayan birgok kisi soziim ona “Amerikan Yerli sanau™ iiretti. Kisa bir
siire 6nce A. B. D. hiikiimeti, Yerli sanatgilari korumak iizere oldugunu
one siirdiigii 101-664 sayili kamu yasasini gikardi. Bu yasa Amerikan
Yerlisi oldugunu soyleyen sanatgilarin kabileler tarafindan verilen kan
kuantumlarina (Kizilderili kammin oramna) gore federal hiikiimetten
sayim numarasi almasini, yani irkint onaylatmasini gerektiriyor. Bu yasa
Amerikan Yerlileri arasinda biiyiik tarugmalara ve kirgmnliklara yol agti.
Ya istemedikleri icin (kimin Yerli olup kimin olmadigina hiikiimetin
karar vermesine karsi olduklari igin), ya da aile ve gegmiglerindeki dzel
durumlardan dolayi sayim numarast almamig bircok Yerli sanatgi
bulunmaktadir, KAFA SAYIMI'nda Tsinhnahjinnie bu durumla
baglantih olarak kendini dzgiirce tammlama ve 6zgiir irade konularini
sorguluyor.

Richard Lou ve Robert Sanchez, GIRMEK, KABULLENMEK
DEGILDIR adh enstelasyonlarinda Kaliforniya/Meksika sinir
bolgesinde Meksikal gogmenler ve gdgmen iscilere yonelik irkgihiktan
soz ediyorlar. Dokiimanter video ile fiziki kapr metaforunu birlestirerek
farkh iklardan emekgi insanlari degersiz ve goriinmez kilmak igin
yaratilan ekonomik, toplumsal ve siyasi engelleri inceliyorlar. Bu
bolgede yasayan Amerikalilarin tutumlarini belirlemekte Meksikalilarin
sinsice, olumsuz bigimde stereotiplestirilmesinin (cani, uyusturucu
kagakgisi, yoksul, cahil) rolii biiyiiktiir. Bu baglamda, Lou ve Sanchez
yapitlarinda hem A. B. D. ve Meksika arasindaki uluslararasi simiri, hem
de A. B. D.’de halklan birbirinden aywran zihinsel simirlan inceliyorlar.

MELEZLESME'de David Avalos ve Deborah Small da Kuzey

Amerika'daki irk¢ihk ve dnyargiyi ele ahiyorlar. Sanatgilar, bu
yapitlarinda, 18nci. 19ncu ve 20nci yiizyillarin popiiler kiiltiiriinii (tarihi
resimler, edebiyat, televizyon ve film) inceliyorlar. Amaglari, irksal
karisim korkusu ve saf irk kavramini agifa ¢ikarmak. Enstalasyonu,
"Ramona'min Yatak Odasi” adim verdikleri bir video izleme alam
olusturuyor. Diigiince, Helen Hunt Jackson'in irksal kanigimin
tragedyasini isleyen popiiler romanimin bagkisisi Ramona‘dan
kaynaklaniyor. Video, alayci bir gézle, Amerikan popiiler medyasinda
melezlesme konusunun ele alimg bigimini tariyor ve her giin i¢inde
yasanilan irk¢1 bir toplumda uzlagma saglayabilmenin ne denli gii¢
oldugunu vurguluyor. Dertlerin, cildinin koyulugu, aksaninin barizligi
oraninda artiyor. Enstelasyon, ayni zamanda, MELEZLESME adi verilen
bir duvar resmini de igeriyor. Bu resim, Meksika'nin "Castas” resim
gelenegini ve bu anlayigin irksal karnigimin bigimlerini belirlemek
konusundaki tutkusunu yeni bir bakigla ele aliyor. Avelos ve Small,
gergek anlamda gokKiiltiirlii bir toplum yaratmamn sorunlanni ¢6zmekte
irk¢ihi@im celigkilerini kurnazca gosteriyorlar.

Centro Cultural de la Raza adh kurulugumuz etkinliklerini yirmi yili
askindir Chicano ve Amerikan Yerlileri'nin kiiltiir ve sanatinin korunmasi
ve tamtilmasina adanigtir. *Yeniden Fetih: Kolomb Sonrasi Yeni
Diinya™ gibi sergiler aracihigiyla biz bireylerin oldugu kadar atalarimizin
da tarihini yeniden sahiplenmeye, kurtarmaya gayret ediyoruz. Bu yil,
1992'de, halklanimizin direnis ve ayakta kahsim Kutluyoruz ve
toplumlarimiza daha iyi bir diinya yaratmak yolundaki kararhihgimiz
yineliyoruz.



EMBLEMS OF THE DECADE: BORDERS
AMALIA MESA-BAINS

The coyote put me in a sack in the back of a truck with pototoes and told
me lo be totally quiet until he came. I was so hot and couldn’t breathe. |
cried with no sounds. After hours he came to get me. We had gotten
across but where was my mother? She had given me an address but 1
didn't know how to get there and was afraid to ask for help.

This installation is the second in a series, Emblems of the Decade. The
series (re)appropriates the genre of Baroque emblemry. In Spain and the
Americas these baroque emblems, combining written and visual texts
through allegory, were used to teach and express religious doctrine and to
convey knowledge of the past for reflection on the present. The three
elements of the emblem included the inscriptio, or title, the pictura, or
image and the subscriptio, or text. The three elements related to each
other through affirmation, paradox, or parody.

In this emblem-installation the inscriptio, BORDERS, frames the pictura
which is the three dimensional installation itself. The subscriptio or text is
found in the narrative on the floor of the installation. It reads as follows:

PSYCHIC DESTRUCTION GENOCIDE
TRANSGRESSION MEMORY
DETERRITORIALIZATION RELOCATION
FLUX EXILE
ZONE DEPORTATION
(RE)(UN)(DIS)COVERY DISLOCATION

As a first generation American I am forever marked by migration and
loss, forever marked by my parent's memories, forever marked by the
spectre of the border that separates me from my history and my original
land. This emblem-installation is an expression of many borders: social,
cultural, psychological, political, and geographic.

Using the metaphor of place, in this case a room, the installation pursues
the meaning of separation, loss, displacement, rupture, and exile. The
work examines the importance of memory, community and ceremony as
devices to counter temporal and spatial dislocation.




ON YILIN AMBLEMLERI: SINIRLAR
AMALIA MESA BAINS

Coyo.'e beni kamyonun arkasinda patates yiikiiniin arasinda bir ¢uvala
sokup kendisi gelinceye kadar hi¢ sesimi ¢ikarmamami séyledi. Sicakian
bunaliyordum, nefes alamiyordum. Ses ¢ikarmadan agladim. Is giinii
bittikten sonra beni almaya geldi. Kargiya gegmistik ama annem
nerdeydi? Bana bir adres vermisti ama oraya nasil gidecegimi bilmi-
yordum. Yardum istemeye de korkuyordum.

Bu enstalasyon, On Yilin Amblemleri (Emblems of the Decade) adh
dizinin ikinci pargasidir. Dizi, Barok amblem geleneginin (yeniden)
kullanimim amaglhiyor. Ispanya ve Amerika kitalarinda, yazili ve gorsel
metinleri alegorik yaklasimla birlestiren bu Barok amblemler, din
ogretilerini agiklamak ve gecmiste 6grenilenleri ortaya cikarip simdiye
yansitmak amaciyla kullanilmisti. Amblem ii¢ 6geden olusuyordu:
inscriptio (baslik), pictura (imge) ve subscriptio (metin). Bu ii¢ 6ge
birbiriyle onaylama, paradoks ya da parodi aracthgiyla baglanti
kuruyordu.

Bu amblem-enstalasyonda inscriptio, SINIRLAR, ii¢ boyutlu enstelas-
yonu olusturan pictura'y1 gergeveliyor. Subscriptio, ya da metin,
enstalasyonun kuruldugu zemin iizerinde yer aliyor. Sunlar yazil:

RUHSAL YIKIM SOYKIRIM
IHLAL BELLEK
BOLGESIZLESMEK TASINMAK
CALKANTI SURGUN
BOLGE SINIRDISI EDILMEK
(YENIDEN) TANIN(MA)MAK YERSIZLESMEK

Birinci kusak bir Amerikali olarak, go¢ ve yitirme, anamin babamin
anilar, beni tarihimden ve asil yurdumdan ayiran sinirin hayaleti hig
silinmemecesine islemis icime. Bu amblem-enstalasyon bir¢ok sinirin
anlatimidir: Toplumsal, kiiltiirel, ruhsal, siyasi, ve cografi.

Enstelasyon, mekan metaforunu (bu uygulamada, enstalasyonu
barindiran oda) kullanarak yitirme, yerinden olmusluk, kopmugluk ve
siirgiiniin anlamim aramaktadir. Yapit, zaman ve mekanindan
kopmusluga kars bellek, topluluk ve térenin 6nemini incelemektedir.



mis ° ce * ge - NATION
DAVID AVALOS AND DEBORAH SMALL

Nearly 150 years after California became the 31st state of the

United States, California's residents continue to be plagued by the
question: can we learn to live with the reality of a state composed of
aboriginal nations, immigrants, the descendants of slaves, and millions of
people of mixed ancestry? The question is not new, but, today, as
residents of a California more culturally diverse than at any time in its
multicultural prehistory and hsitory, we are still without an answer.

In 1884, Helen Hunt Jackson attempted an answer when she created
Ranmona, a melodramatic novel full of intrigue, romance, and a cast of
characters who are meant to reflect mid-19th century California's mix of
Indian, Spanish, Mexican, and Anglo inhabitants. The tale's principal
characters and star-crossed lovers, Alessandro, the “full-blooded” son of a
Cahuilla Indian chief, and Ramona, the “half-breed™ foster child of a
Spanish land grant aristocrat, are doomed by the racial violence of a
California giving birth to itself.

Jackson intended to write a devastating critique of 19th century

U.S. Indian policies, but Ramona is more often credited with the
“rediscovery” of the Spanish period of California history. Hers is a
fabricated past that has served so well as a boon to the tourist industry
and real estate development. There have been endless editions of the
novel, which was required reading in California schools into the 1950s, as
well as, three movie versions, a popular song, a town, streets, and
businesses all named after Ramona.

One hundred years after Jackson's novel, miscegenation is still without a
home in a cultural landscape where racial mixing is all around us. The
last anti-miscegenation laws were declared unconstitutional by the U.S.
Supreme Court in the 1960s, but the cultural apparatus of U.S. society
often continues to deny the existence as well as the needs and aspirations
of people of mixed ancestry.

The installation, misscesgesNATION, uses our version of the Ramona
Myth as a point of departure to examine contemporary attitudes about
‘race mixing.” We reinterpret 18th century paintings, 19th century novels,
and 20th century films—object lessons in the supposed deterioration,
degradation, and ultimate tragedy for the participants and children of
miscegenation.

The center of the installation is Ramona’s Bedroom, a viewing room for
the video, Ramona: Birth of a mis=ce*gesNATION, co-produced with
Miki Seifert and William Franco. The video demonstrates the formulaic
nature of the arguments against racial mixing. It also raises questions
about the construct of “race” and how difficult it is to think about
miscegenation in any but clichéd terms. The “tragedy” of racial mixing is
clearly demonstrated in filmic terms when Elvis Presley, who plays a
Kiowa *“half-breed,” has a racial identity crisis at the climax of Flaming
Star, when Uncas and Cora, race-crossed lovers, leap to their deaths in
Last of the Mohicans, and when death is the inevitable outcome in a
world where, in spite of the harmonizing of Tony and Maria in West Side
Story, there is no “place for us.”

mesetiezo*NATION, a wall work, reexamines 18th and early 19th
century Mexican Castas paintings, a genre that attempts to represent
racial difference and mixed ancestry according to a visual taxonomic
system. Despite a facade of “‘objective” observation, the paintings are
burdened with value judgements about which racial mixtures “ennoble”
and which mixtures “degrade” European blood. Nevertheless, the Castas
depict racial mixing—a reality more often denied than accepted or even
acknowledged within the United States.

The piece also uses enlarged snapshots of primos/first cousins in a
contemporary southern California family. The images point to the
inadequacy of the U.S. cultural framework of racial purity and hierarchy



MELEZLESME
DAVID AVALOS VE DEBORAH SMALL

Kalifomiya'mn Birlesik Devletler'in 31nci eyaleti olusundan yaklasik
150 yil sonra Kaliforniyahlar hala su soruyla ugrasiyorlar: Yerlilerden,
goemenlerden, kéle asillilardan ve degisik kokenli milyonlarca insandan
olugan bir eyalette bu gergekle yagsamayi 6grenebilir miyiz? Yeni bir soru
degil bu, ama bugiin, Kaliforniya ¢okkiiltiirlii tarihinin hicbir asamasinda
olmadi@ sayida degisik kiiltiirden insanla dolmusken bile, bu soruya hala
bir yanit alabilmis degiliz.

1884'te Helen Hunt Jackson, Ranmiona adli melodramatik romaniyla
soruya bir yanit bulmay: denemisti. Diizenler, dolaplar, ask ve 19ncu
yiizyil Kaliforniyasinin Kizilderili, Ispanyol, Meksikali ve ingilizlerden
olusan sakinlerinden s6z ediyordu roman. Oykiiniin birbirine imitsizce
asik bagkisileri, Cahuilla yerlilerinin gefinin “'saf kan” oglu Alessandro
ile soylu bir Ispanyol toprak agasmin “melez” evlathg Ramona, kendi
kendini yaratmaya baglayan Kaliforniya'daki irksal catigmalarin enge-
liyle didisiyorlardi.

Jackson'in niyeti, Birlesik Devletler'in 19ncu yiizyilda yerliler konusun-
daki siyasetini acimasizca elestirmekti, ama Ramona, genellikle,
Kaliforniya tarihindeki Ispanyol déneminin “yeniden belirlenmesi”
olarak degerlendirilir. Jackson'in yarattigi yapay ge¢mis, turizm ve ingaat
endiistrisi i¢in bir nimet olmustur. Kaliforniya okullarinda 1950'lere
kadar zorunlu okuma materyali olan Ramona, sayisi1z kez baski yapmig
olmanin yamsira ii¢ film, bir popiiler sarki, bir kasaba ve birgok sokak ve
isyerine adin1 vermistir.

Jackson'in romaninin ardindan yiiz yil gegmis olmasina karsin, irksal
karigtmin dort bir yanimizi sardig bir Kiiltiir ortaminda, melezlesme hala
bir tiirlii benimsenememistir. Son melezlesme karsiti yasa, 1960'larda

A. B. D. Anayasa Mahkemesince anayasaya aykiri bulunmustu; ancak,
toplum hala ¢okkdokenlilerin varligini da, gereksinme ve isteklerini de sik
sik reddetmektedir.

Melezlesme (misscesgesNATION) adli enstelasyonumuz, giiniimiizde
‘irksal karisim' konusundaki tavirlari incelemek amaciyla, bizim
bakisimizdaki Ramona mitini ¢ikig noktas: olarak kullanmaktadir. 18nci
yiizyil resimlerini, 19ncu yiizyil romanlarim ve 20nci yiizyil filmlerini
(melezlegenlerin ve ¢ocuklarinin geriledigi, bozuldugu ve acikli hallere
diistiigli varsayiminin nesnel dgretileri olarak) yeniden yorumluyoruz.

Enstelasyonun merkezini Ramona'nin Yatak Odasi olusturuyor. Bu
odada Miki Seifert ve William Franco'nun ortak yapit1 olan Ramona:
Melezlegmenin Dogugu adli video izleniyor. Video, irksal karnisim Kargiti
goriiglerin formiil tiirii yapisin1 géstermenin yanisira, bir “irk™in
kurulusunu sorgulamakta, melezlesme konusuna kaliplagmg kavramlar
disinda goriislerle yaklasmanin ne denli gii¢ olduguna dikkat ¢ekmek-
tedir. Ofkeli Yildiz (Flaming Star) filminde “yarim-kan” bir Kiowa'y1
oynayan Elvis Presley'in irksal kimlik bunalimlarina girmesi,
Mohikanlarin Sonu (Last of the Mohicans) filminin farkl irklardan olan
agtklar1 Uncas ve Cora'nin intihar etmeleri ve Bant Yakasinin
Hikayesi'nde (West Side Story), Tony ve Maria'min uyumuna karsin,
“yerimiz”'in olmadig bir diinyada 6liimiin kaginilmaz olusu, irksal
karigimin “tragedyasim” film dilinde, acik bicimde gostermektedir.

Melezlesme adli duvar resmi 18nci ve 19ncu yiizy1l Meksika Castas
resim gelene@inin yeniden incelemesi niteliindedir. Castas, irksal
farklilik ve ¢ok kékenliligi gorsel bir siniflandirma sistemiyle goster-
meye cahigir. Resimler, “nesnel” bir gbzlemde bulunuyor gériiniir ama
hangi irksal kanigimlarin Avrupa kanini yiicelttigi, hangilerinin bozdugu
konusunda deger yargilariyla doludur. Ancak, yine de, Castas resimleri,
Birlesik Devletler'de kabul edilmekten ¢ok reddedilen, hatta yok sayilan
bir gercegi, irksal karigimi sergilemektedir.

Yaput, aym zamanda, bir giiniimiiz gliney Kaliforniya ailesindeki kardes
¢ocuklarinin (primos) biiyiitiilmiis fotograflanimi icermektedir.



to represent and express the reality of these cousins’ mixed ancestry in
the 1990s.

We think miscegenation and mixed ancestry have everything to do with
“multiculturalism” and “diversity.” But the discourse around these terms
is meaningless unless that dialogue is historically contextualized, chal-
lenges U.S. society’s deeply ingrained assumptions, and acknowledges
both the necessity and desire to reimagine and redefine ourselves as well
as our cultural institutions.




Goriintiiler, 1990'lar A. B. D.'si kiiltiir yapisindaki irksal saflik ve
hiyerarsi anlayigimin bu kardeg ¢ocuklarimin karigik kokenliligini gosterip
aciklamaktaki yetersizlifine isaret etmektedir.

Bizim goriigiimiizde, melezlesme ve ¢okkokenlilik, “cokkiiltiirliilik”
(multiculturalism) ve “cesitlilik”le dogrudan baglantihdir. Ancak,
tartisma tarihsel cercevesine oturtulmadikga, A. B. D. toplumunda
derinlere kdk salmig varsayimlarin karsisina ¢ikarilmadikea ve hem
kendimizi hem de kiiltiirel kuruluglarimiz1 yeniden big¢imlendirme ve
gelistirme geregini, istegini belirtmedikge, bu terimler cevresinde edilen
sozler anlamsiz kalacakur.



HEADCOUNT
HULLEAH J. TSINHNAHJINNIE

Perhaps because when I was in the public grade school Native American
history was not taught, and because my heroes were European men,
discoverers of “new and uncharted lands,” | wanted to grow up to be an
adventurer landing on virgin lands. Perhaps—no, in fact I know that’s
why—today I have an insatiable appetite for Native American history.
My heros have changed; they are now the Native people who defended
the shores of the “New World”. My heros are the message carriers who
kept the original nations of the Americas informed. My heroes are my
ancestors who fought so that I might be born. With a strong desire to
emulate my heroes I believe myself to be in the tradition of the message
carriers. Native American history is the core of my artistic communica-
tion. I translate “artistic” messages that concern the Native communities
where I live or where I travel.

Throughout time the Native people of the western hemisphere have
utilized message carriers for different reasons: messages of rebellion,
harvest, disaster, celebration, warnings or even political messages that
affected the community. The message carrier was not always human.
Elders have repeated stories of when the animals spoke directly to the
people, but, now the animals communicate messages in their actions and
speak only to a few. Dreams carried messages, as well as the earth’s
movement, the moon and the fire flies.

As the times change so does the transmittal and reception of the message.

I have chosen an artistic approach utilizing the computer, photography
and the video camera as my primary language. 1 then create dialogue that
addresses the imbalance of power and the questionable actions of
progress as related to earth and to the original Native people of the
Americas. The politics that the Native people must deal with are at most
times unfair and often are unknown from community to community. My
chosen responsibility is to awaken the mind to concerns that involve the

native community and transmit messages from community to community.

The national and local television evening news and newspapers do not
broadcast or print the valid political concerns that need to be addressed.
Native American religious freedom, land rights, strip mining, fishing
rights, toxic dumping on Native lands sovereignty and Public Law
101-664 (requiring blood quantum to be recognized as a Native American
artist) are but a few of the political concerns of Native Americans. Each
concern is but the tip of a mountain. One can find limited information in
alternative media sources (Native newspapers) but those resources are not
always available.

For myself as an artist it would be impossible to do art for arts sake,
especially with all the political concerns of my people. I prefer to take the
path of the message carrier. The materials I use to convey my message
are not traditional in the sense of the days gone by, but that by no means
invalidates my messages. My friend Chuna Mclntrye said to me “A live
culture is always evolving, a dead culture does not change.” I agree fully
with Chuna; my culture is very much alive and I will use any media
necessary to be a message carrier for my people.




KAFA SAYIMI
HULLEAH J. TSINHNAHJINNIE

Belki de ben ilkokuldayken Amerikan Yerlileri'nin tarihi okutulma-
digindan, hayallerimin kahramanlar “yeni, haritada yeri olmayan
topraklar”s kesfeden Avrupal erkekler oldu ve biiyiiyiince bakire
topraklara ¢ikan bir seriivenci olmay diisledim. Belki de bundan-belki
degil, bundan olduguna eminim-gimdi Amerikan Yerlileri'nin tarihini
ogrenmekte bitmez tiikkenmez bir aghfim var. Kahramanlarim degisti;
eskilerin yerini “Yeni Diinya”nin kiytlarini savunan yerliler aldi. Simdiki
kahramanlarim, Amerika kitalarinin yerli uluslarini haberdar etmek igin
mesajlar tagtyan haberciler, benim diinyaya gelebilmem i¢in doviigen
atalannm. Kahramanlarim gibi olabilmenin giiclii arzusuyla, haberci gele-
negini siirdiirdiigiim inancindayim. Amerikan Yerlileri'nin tarihi, sanatsal
iletisimimin 6ziinii olusturuyor. Oturdugum ya da gittigim yerlerde Yerli
topluluklartyla ilgili “sanatsal™ haberlerin aktarimini yapiyorum.

Zaman boyunca Bati yanimkiirenin yerli toplumlar: habercileri degigik
amaglarla kullanmuglar: Ayaklanma, hasat, felaket, kutlama haberleri,
uyarilar, hatta toplumu etkileyen siyasi haberlerin iletimi. Haberciligi
yalnizca insanlar yapmanus. Yaglilar hep hayvanlarin dogrudan insanlara
konustugundan sézeden dykiiler anlatirlar. Simdilerde hayvanlar davra-
mslariyla ya da yalmzca gok az sayida birkag kisiyle konugarak haber
iletiyorlar. Diigler de habercilik edermis, yerkiirenin, ayin, ateg bocek-
lerinin hareketleri de.

Devir degistikce haberin iletimi de, ahm da degisiyor. Ben, bilgisayar,
fotograf ve video kamerasim kullanan bir sanatsal yaklagimi kendime
anadil sectim. ikinci asamada, gii¢ dengesizligini, yerkiire ve Amerika
kitalarimin Yerli halklariyla ilgili siipheli ilerleme girisimlerini konu alan
diyaloglar yaratiyorum. Yerli halklarin urasmak zorunda kaldigr siyasi
girisimler genellikle haksiz oluyor ve ¢ogunlukla bundan her toplulugun
haberi olamiyor. Benim kendime sectigim sorumluluk, Yerli toplumu
ilgilendiren kaygilara dikkati cekmek ve topluluktan topluluga haber
ulagtirmak.

Ulusal ve yerel televizyondaki aksam haberleri ve gazeteler, iizerinde
durulmasi gereken 6nemli haberleri yayilamiyor. Amerikan Yerlileri'nin
dinsel dzgiirliigii, toprak haklari, kazima madencilik, balik¢ilik haklar,
Yerli topraklarina toksik ¢op atilmasi, dzerklik, 101-664 numaral kamu
yasast (Amerikan Yerlisi sanat¢i sayilabilmek i¢in kan kuantumu
istenmesi), Amerikan Yerlileri'nin siyasi sorunlarindan yalmzca
birkacidir. Her sorun bir aysbergin tepesi niteliginde. Istenirse alternatif
haber kaynaklarindan (Yerlilerin gazeteleri) kisith bilgi saglanabilir,
ancak, bu kaynaklar her an ulagilabilecek tiirden degil.

Benim sanati sanat i¢in yapmam, halkimin bu kadar ¢ok siyasi sorunu
s6z konusuyken, olanaksiz. Ben habercinin yolunu secmeyi yegliyorum.
Gecmis giinlerin yontemleriyle karstlastirtlirsa, haberlerimi iletmekte
kullandigim materyal, geleneksel degil. Ancak, bu, iletilen haberin
degerinin kaybolmasina kesinlikle yol agmiyor. Dostum Chuna Mclntyre
bana “canh bir kiiltiir siirekli evrim igindedir, degigmeyen kiiltiir 6lii
kiiltiirdiir” dedi. Chuna'yla biitiiniiyle aym goriigteyim: Kiiltiiriim
capcanl ayakta ve ben halkimn haberciligini yapmak i¢in gereken her
araci kullanacagim.



ENTRANCE IS NOT ACCEPTANCE

RICHARD A. LOU AND ROBERT SANCHEZ

“The USA.is part of a great experiment of people living together,
of people being human, of people expressing these alternatively
equally good ways of being human. But we have a fear of differ-
ence, that fear of language, that fear of color. I’ s a reality. Racism
is a fact in this country. We've lived here. We've experienced it. It s
a malady. It's a malady that affects the whole human race. I would
like to be very optimistic in presenting the views of my patron saint,
de Chardin, that revolutionary Jesuit anthropologist, biologist,
philosopher, and theologian. Evolution is not just physical. Evolu-
tion is spiritual, it's moral. It's intellectual. Evolution, I believe,
will move us through the exercise of law, which is so badly eroding
in these past years of decline for civil rights, so sadly eroding. We
will move through the demands of justice, which are enforceable by
law, and which will set the foundation for the possibility of friend-
ship, and perhaps from friendship to love. I see us going in that
direction. I think that artists, writers, and historians play a very
important role in this. But in the end, I understand the Socratic
error. I know it’s not just a matter of intellectual knowing one
another. Its a matter of the heart. And you need a great grace for
that. What will change our hearts? I can know all the realities of
others and still in my heart have that less than humaness. I hope
that as Chicanos in our experimenting with this creation of a
synthesis of two cultures that we know we are playing a very
important, a cardinal role in this grand human experience of ours
of coming to respect and to know and to appreciate and to love one
another.”

Cesar Gonzalez
Chicano Studies, Mesa College, San Diego, CA.
September 1991

Richard Lou and Robert Sanchez work in the tradition of Chicano
conceptualism established in the 1970s. This installation addresses the
politics of exclusion and immigration using documentary information and
the metaphor of doors. ENTRANCE IS NOT ACCEPTANCE exists as a
physical metaphor for the intellectual, cultural, and economic barriers
between Mexico and the United States of America and the San Ysidro/
Tijuana border. It confronts the viewer with large walls of text superim-
posed over rows of doors. Lou and Sanchez produced three video
documentaries, two of which will be mounted behind two doors. The
third video will be inserted behind a white scrim that also will serve as a
screen for projecting temporal information fragments from the official
“American” news media, images of the border region and/or official and
unofficial ports of entry, and the unofficial voices of the actual partici-
pants in the border experience. These videos include:

1. UNDOCUMENTED MIGRANTS: DOCUMENTED VOICES;
interviews with undocumented migrants on the border of the
United States/Mexico. These individuals are participating in and
defining the border crossing experience. These views represent an
experience based position rather than a second hand, theoretical
understanding that the “centers”, Mexico City and Washington,
D.C., proffer up for public discourse. They are participating in the
physical ‘ENTRANCE’ into “American” society.

Excerpts from UNDOCUMENTED MIGRANTS:
DOCUMENTED VOICES

Oscar—(Mexico City, Mexico) “If I could say something I would
say many things, but one word does not count much against all of
them (white U.S.A. citizens). Even though one tries to speak here
one isn’t valued, one isn’t worth anything. You speak out against
the border patrol and they still continue to beat you.”



GIRMEK, KABULLENMEK DEGILDIR
RICHARD A. LOU VE ROBERT SANCHEZ

“A. B. D., insanlarin birlikte yagamastmn, insan olugun, insan
olarak yasamanmn degisik ama hepsi de ayni élgiide iyi yollarun ifade
etmenin gorkemli deneyiminin bir par¢astdir. Ama farkliliga kars: bir
korkumuz var, dil korkusu, renk korkusu. Bu bir ger¢ek, rk¢ilik bu
iilkenin bir gergegi. Bu iilkede, bu gercegi yasadik. Bir illet bu; tiim
insan ki etkileyen bir illet. Koruyucu melegim gibi gordiigiim
devrimci Cizvit antropologu, biyologu, filozofu ve din bilimcisi de
Chardin'in goriiglerini iletirken ¢ok iyimser olabilmeyi isterdim.
Evrim yalnizca fiziki degildir. Evrim ruhsaldir, ahlakidir. Evrim
diigiinseldir. Vatandaghk haklarinin geriledigi son yillarda iyiden
iyiye eriyip giden, actklt bir bicimde eriyip giden yasa uygula-
malarindan diize ancak evrimle ¢ikabilecegimize inantyorum. Adaletin
gerektirdiklerine, hatta dostluk temellerinin anlmasina, belki de
dostluktan sevgiye gecise bile, ancak yasanin zoruyla ulagabilecegiz.
Bu yolda ilerledigimizi gorityorum. Bunda sanatgilarin, yazarlarin ve
tarihcilerin cok onemli bir rolii olduguna inantyorum. Ama, sonunda,
Sokrat'in yanligint da anliyorum. Sorunun yalmizea birbirimizi
entelektiiel diizeyde tanimakla ¢éziilmeyecegini biliyorum. Ig gidip
yiirege dayaniyor. Bunun icin de genig caplt nezaket gerekiyor.
Yiireklerimizi ne degigtirebilir? Otekilerin gercegini bagtan sona
bilebilirim ama yiiregim hala sefkatten yoksun oturuyor olabilir.
Umarim biz Chicano’lar iki kiiltiiriin sentezini yaratma deneyimimizle
ne donemli, temel bir rol oynadiginuzin bilincindeyizdir. Bu temel rol,
bir étekine saygi duymak, otekini tanimak, takdir etmek, sevmekten
olusan, insan olmanin gorkemli bir deneyimidir.”

Cesar Gonzalez
Chicano Arastirmalari, Mesa Universitesi, SanDiego, Kaliforniya
Eyliil 1991

Richard Lou ve Robert Sanchez 1970'lerde ortaya ¢ikan Chicano
kavramsal sanat anlayigt dogrultusunda ¢aligmaktadir. Bu enstalasyon,
belgesel bilgiler ve kapt metaforu aracihigiyla, diglama ve gégmen
siyasetlerini konu almaktadir. GIRMEK, KABULLENMEK DEGILDIR,
Meksika ile A. B. D. arasindaki diisiinsel, kiiltiirel ve ekonomik engellere
ve San Ysidro/Tijuana sinirina fiziki bir metafordur. Izleyici, siralarca
kapi iizerine konmusg genig yaz1 duvarlanyla kargilagmaktadir. Lou ve
Sanchez tarafindan yapilan ii¢ dokiimanter videodan ikisi iki kapinin
arkasina yerlestirilmektedir. Ugiincii video ise beyaz bir perdenin
arkasina konmaktadir. Bu perde, ayni zamanda, “Amerikan” resmi haber
kaynaklarindan bilgi fragmanlari, simir bolgesi ve/veya resmi ve
gayriresmi siir kapilarinin goriintiileri ve sinir deneyiminden fiilen
gecmis kisilerin gayriresmi seslerinin yansitilmasi amaciyla
kullanilmaktadir. Videolann igerikleri sunlardir:

1. BELGELENMEMIS GOCMENLER: BELGELENMIS SESLER;
Birlesik Devletler/Meksika sinirinda belgelenmemis gé¢menlerle
yapilan soylesiler. Bu kisiler simirt gegme deneyimine katilmiglardir ve
deneyimi tanimlamaktadirlar. Bu kisilerin goriigleri, “merkezler”in
(Meksiko ve Washington, D.C.) kamuya sundugu tiirden ikinci elden,
kuramsal bir konumdan degil, dogrudan deneyimden kaynaklanmakta-
dir. Bu kisiler “Amerikan” toplumuna fiziki “GIRIS” yapmaktadirlar.

BELGELENMEMI'._S GOC MENLER: BELGELENMI‘._S SESLER 'den
alintilar:

Oscar—{(Meksiko, Meksika) “Birsey soyleyebilecek olsaydim, ¢ok sey
soylerdim, ama kelimenin onlarin (beyaz A. B. D. vatandaslar)
karsisindaki giicii pek az. Burda insan konugmaya gayret ediyor ama
kendisine deger verilmiyor, hichir degeri yok. Suur bekgilerine
soyleyecegini agik agik séyliiyorsun ama dayaklarint atmaya devam
ediyorlar.”



Ramon—{(Jalisco, Mexico) “They shouldn’t be racists because we
are all children of God. We are brothers. My advise to them is do
not behave this way towards us, becauise we are giving them a hand
doing work they would not do themselves. One being Mexican, one
is here to put his little grain of sand with theirs. Not all of them
treat us this way, but the majority of them are bigoted.”

2. LIGHT UP THE BORDER: BORDER VIGILANTES; interviews
with the participants of “Light up the Border,” a political/social
phenomenon that occurred during 1989-91 in the San Diego/
Tijuana border region. The participants would arrive at a prede-
termined east/west oriented road, near the international border,
before dusk and at predetermined time they would turn their car
headlights on, facing Mexico. Their objective being a metaphori-
cal illumination of the border issues and the state of the border, as
well as, notifying by headlights to the undocumented migrants
trying to cross, that they are unwelcome; border vigilantism
assumed the guise of citizen activism.These activities are parallel
to that of the KU KLUX KLAN'S “BORDERWATCH?” orga-
nized in the late 1970s. These views express those that are
opposed to this physical entrance into “*American” society.

Excerpt from LIGHT UP THE BORDER: BORDER VIGILANTES

Man in Truck—"The Mexican population is going to overgrow the
white population in southern California here and we'll have a
Legislature and a Governor who probably is going to be a Mexican
citizen. That may not be all bad...but then I turn around and I look
at the corruption which [ see across the border. Then I say, Jesus
Christ, surely they're not going to bring this into our community.”

3. THE ISSUE OF BORDERS; cultural thinkers and makers
articulate their internal conflicts over the realization that the
guiding principles of the United States of America, inclusion and
equality, do not apply to people of color. They explore issues
concerning marginality, institutional racism, internalized racism,
cultural diplomacy, and the future for the “Multi-Cultural
Reality.”




Ramon—(Jalisco, Meksika) “Irkcilik yapmamalilar, ¢iinkii hepimiz
Tanri'mn eviadiyiz. Hepimiz kardesiz. Benim bunlara tavsiyem, bize
boyle davranmasinlar, biz kendilerinin yapmayacaklari igleri yapip
onlara yardim ediyoruz. Onlarinkilerin yanisira kuma Meksikalt da
kendi tanesini birakiyor. Bize hepsi béyle davranmiyor ama bunlarin
cogunlugu bagnaz.”

2. SINIRI ISIKLANDIRIN: SINIRCILAR;

1989-91 yillarinda San Diego/Tijuana sinir bolgesinde ortaya ¢ikan,
“Simin Igiklandirin® adh siyasi/sosyal harekete katilanlarla yapilan
soylesiler. Bu kisiler aksamiistii uluslararas: sinir bélgesi yakininda,
6nceden kararlagtirdiklari, dogu-bati dogrultusunda uzanan bir yola
gelip kararlastirdiklar bir saatte arabalarini Meksika'ya gevirip
farlarini agiyorlardi. Amaglar, sinir konusunun ve durumun mecaz
anlamda aydinhiga kavusturulmasini istemek, ayn1 zamanda farlaryla
simir1 belgesiz olarak gegmeye calisan gégmenlere istenmediklerini
gostermekti. Simircilik, vatandaslarin hak arama hareketi kilifina
biiriindii. Bu davramglar 1970'lerin sonlannda KU KLUX KLAN
tarafindan diizenlenen “SINIR GOZCULUGU” hareketiyle kosuttur.
Bu goriigler, “Amerikan” toplumuna fiziki girig yapilmasina kars
olanlarin goriigleridir.

SINIRIISIKLANDIRIN: SINIRCILAR dan alintilar:

Kamyondaki Adam—"Meksikalilarin sayist burda, giiney
Kaliforniya'da beyaz niifusu asip gidecek ve meclis Meksika
vatandaglarindan olusacak, belki vali de. Bu ¢ok kétii olacak demek
degil... ama sonra doniip bakiyorum, stmrin étesindeki yolsuzluk
diizenini gériiyorum. Aman Tanrim, diyorum, bunu bizim
toplumumuza kesinlikle sokturmayacagiz.”

3. SINIRLAR KONUSU: Kiiltiir diisiiniirleri ve belirleyicileri
Amerika Birlegik Devletleri'nin izledigi ilkelerin, katilim ve esitligin,
renk farklihg: olan topluluklara uygulanmadig konusundaki goriig
ayrihiklarim dile getiriyorlar, marjinalite, kurumsal irkgilik,
icsellestirilmis irkgilik, kiiltiir diplomasisi ve “Cokkiiltiirliiliik
Gergegi”nin gelecegi gibi konulari inceliyorlar.
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