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By imagining alternate worlds, we 
unveil something true about our 
own. In this way, science fiction 
allows us to understand our reality 
more deeply. Organized in thematic 
constellations, Mundos Alternos 
brings together artistic projects that 
speculate on the past and future, 
created by over thirty contemporary 
artists and groups working through-
out the Americas. Brought togeth-
er, these works engage science 
fiction with an understanding of 
the transnational and transcultural 
interconnections of “Latinidad” 
as demonstrated through shared 
hemispheric exchanges and expe-
riences in language, culture, and 
visual expression.

In recent years, scholars of liter-
ature and cinema have begun defin-

ing a specifically Latin American 
science fiction, investigating the 
genre’s power to offer alternative 
perspectives on history. Building 
on UCR’s status as a center of 
excellence for the study of science 
fiction, Mundos Alternos extends 
that study to the visual arts, and 
expands the field of Latin American 
science fiction to include works 
made by Chicano/a and Latino/a 
artists as well. By exploring the 
colonial enterprise that has shaped 
our world, the projects on view here 
offer both utopian and dystopian 
visions. They address contempo-
rary issues of nationhood, citizen-
ship, and borders, and question the 
capacity of advanced technology to 
create radical change in the social 
order.

More than mere escapism, science fiction can prompt 
us to recognize and rethink the status quo by depicting 
an alternate world, be it a parallel universe, distant future, 
or revised past.

– Catherine S. Ramírez, “Afrofuturism/Chicanafuturism: Fictive Kin,” 2008

Robb Hernández, Tyler Stallings,  
and Joanna Szupinska-Myers

Curators
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Mundos Alternos is the first exhibition 
of contemporary art by Latino/a and 
Latin American artists who use science 
fictional themes. The rich histories of 
science fiction literature and film, espe-
cially those of Mexico, Cuba, Argentina, 
Brazil, and the United States, inspired 
the exhibition. The two installations in 
this gallery represent those primary 
movements and provide context for 
the artworks that make up Mundos 
Alternos.

Alex Rivera’s Sleep Dealer (2008) is 
the foundational cinematic work of 
Latino/a science fiction. Set on the 
U.S.-Mexico border, the film tells the 
story of Memo Cruz, a young Mexican 

alex rivera
b. 1973 New York, New York

seleCtions froM the 
eaton ColleCtion
University of California, Riverside

who dreams of coming to the United 
States. Physically crossing the border is 
impossible, however, so the protagonist 
migrates virtually instead. By me-
chanically connecting his body to the 
internet, Memo performs labor in the 
United States, sending his work without 
sending his body.

Sleep Dealer screens every two 
hours during regular museum hours: 
11:30am, 1:30pm, 3:30pm, 5:30pm, 
and 7:30pm.

Also installed in this gallery is a selec-
tion of books and periodicals from The 
Eaton Collection of Science Fiction 
& Fantasy, part of Special Collections 
at UCR. Containing over 300,000 

items, The Eaton Collection is a major 
resource for the study of speculative 
fiction. It is the largest publicly-accessi-
ble collection of science fiction, fantasy, 
horror, and utopian fiction in the world, 
and consists of books, pulp magazines, 
fanzines, film and visual material, comic 
books, and ephemera. The selection 
displayed here includes publications 
dating from the 1940s to the present 
from Argentina, Chile, Cuba, Mexico, 
and Uruguay.

Installation view, Mundos Alternos: Art and Science Fiction 
in the Americas, UCR ARTSblock, 2017-18. All installation 
photography by Nikolay Maslov.



Tania Candiani’s work uses language 
systems, sound, and antique technolo-
gies, blending futurism with nostalgia 
for the obsolete. Engraving Sound 
(2015) is an interactive project featuring 
eight engravings that she recreated 
based on the work of English physician 
and polymath Robert Fludd (1574–
1637) who conducted extensive re-
search in science and the occult. These 
cosmological pictures come from a 
philosophical work entitled The meta-
physical, physical, and technical history 
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of the two worlds, namely the greater 
and the lesser, published in Germany 
in 1617–21. In this work, Fludd dis-
cusses the relationship between the 
microcosm of human life on earth and 
the macrocosm of the universe, which 
for him also included the spiritual 
realm of the divine. In Engraving Sound, 
Candiani includes the prints made from 
the engravings, as well as the copper 
plates themselves, which can be played 
like records. Three phonographic 
needles scan and read the plate. As 

Clarissa Tossin’s Transplanted (VW 
Brasilia) (2011) evokes Brazil’s dual his-
tories of inclusion in mass production 
on a global scale, and the exploitation 
of their rubber assets. The sculpture is 
a rubber cast of a Volkswagen Brasilia, 
a car model produced specifically for 
the domestic market in Brazil starting 
in 1973. The name refers to the city 
Brasília which was inaugurated as the 
country’s capital in 1960. Designed 
in the spirit of a modernist utopia by 
Brazilian architect Oscar Niemeyer 
(1907–2012), futuristic buildings were 
organized around wide streets meant 
for cars rather than pedestrians. The 
artist uses rubber to evoke the historic 
plundering of Brazil’s natural resources 
in the service of global industry.

Artistic duo Faivovich & Goldberg 
present a selection of work from their 
project “Vol. 1: El Taco, A Guide to 
Campo del Cielo” (2006–ongoing). El 
Taco is the name of a two-ton mete-
orite unearthed at Campo del Cielo 
in Argentina. Having arrived in pres-
ent-day Argentina as part of a meteor 
shower some 4,000 years ago, El Taco 
is the center of the artists’ research into 
the modern history, scientific analysis, 
and cultural and diplomatic impacts 
of a meteorite that predates any of the 
languages, nationalities, or borders we 
know today. 

Indigenous people were long aware 
of the presence of the iron masses at 
Campo del Cielo before the Spanish 
arrived in the region in the 1500s. Now 
translated into Spanish from their native 
language, it was the Guaycurú who 
named Campo del Cielo (Field of the 
Heavens)—evidence that they were 
more keenly aware of the meteorites’ 
origins than the Spaniards, who were 
primarily interested in searching the 
region for silver and iron extraction. 
Much later, interest in the meteorites 
heightened during the Space Race of 
the mid-1900s, and Argentina and the 
United States jointly undertook the 
excavation of El Taco. The meteorite 

was sent to the Smithsonian Institution 
in Washington, DC for examination in 
1962, and to the Max Planck Institute 
in Mainz, Germany, where a special 
saw was created for its slicing and 
analysis. El Taco was cut in half in 1965, 
and today one half rests in storage at 
the Smithsonian Institution, while the 
other sits on a plinth at the entrance to 
Galileo Galilei Planetarium in Buenos 
Aires.

The artists have amassed a sizable 
archive of material related to El Taco, 
which includes original documents, 
photographic negatives, and blue-
prints. The story of El Taco reveals the 
workings of cultural exchange between 
the Americas, diplomatic relations, and 
trends in science. It allows us to think 
about art and geopolitical borders 
in the context of an object that far 
predates such constructs. With its two 
halves, this “cosmic readymade,” as the 
artists describe it, celebrates the possi-
bility of reintegrating two continents.

Beatriz Cortez’s Memory Insertion 
Capsule (2017) challenges viewers’ 
complicity in the disturbing history 
of eugenics in California, the op-
pressive imperialism of the United 
Fruit Company (now Chiquita Brands 
International), and other instances of 
violent white supremacy in this country. 
The installation takes the form of a 
space capsule that brings together ref-
erences to space travel, local construc-
tion techniques, and Indigenous Maya 
architecture. The architectural shell 
features embellishments that evoke 
the river rocks commonly used in the 
construction of contemporary homes 
throughout Southern California. A mesh 
metal dome sits atop the structure, 
evoking the camping tents used by ref-
ugees and extending the conversation 
about immigration to the current hous-
ing crisis. Furnished like a home—with 
fireplace, desk, and bookshelves—the 
interior contrasts comfort with uncom-
fortable realities. By peering into a visor 
evoking at once the Mayan glyph for 
Zero and a machinic eye, the viewer 

the needles pass over each engraved 
portion, sound is emitted through the 
phonographic pick-ups, each of which 
lead to two channels, and are broadcast 
through six speakers. An analogue 
synthesizer is connected to a sound-
board, through which the participant 
can modulate frequency, resonance, 
and amplitude. Engaging the notion 
of translation, the work translates the 
visual into the aural.

Engraving Sound is an interactive 
work. Please ask for assistance.

takes in archival material that illustrates 
the fraught history between the United 
States and the artist’s native Central 
America. The relationship between 
these two regions is just one thread 
that encompasses the sequence of 
seemingly disparate, though complexly 
interconnected, historical events that 
have collectively contributed toward 
white supremacy in this country.

By watching the video, viewers are 
implanted with “memories” related 
to immigration, racism, and science 
through the history of the United Fruit 
Company, which is notorious for its cor-
porate colonization of Central America. 
Two brothers hailing from Altadena are 
at the center of this story. Frederick 
Wilson Popenoe (1892–1975) served as 
the chief agronomist for the company 
beginning in 1925, while his brother 
Paul Bowman Popenoe (1888–1979) 
was secretary of the Human Betterment 
Foundation, an American eugenics 
organization promoting forced steriliza-
tion programs, and the founder of The 
American Institute for Family Relations, 
a family therapy organization that he 
used as a platform to further his white 
supremacist agenda. Later in life, Paul 
became a marriage counselor, running 
advice columns and radio programs, 
and hosting a reality television show. 
Challenging the conventional concep-
tion of time travel as utopian fantasy, 
Cortez instead asks us to reconsider 
the difficult reality of these histories, 
collapsing the past into the present so 
that we may look to the future.

Memory Insertion Capsule is an 
interactive work. Please ask for 
assistance.



electrical cord appendages to nourish 
and revive the dormant ancient Mayan 
space travelers with cumbia music.

LA VATOCOSMICO c-s, formerly 
known as LA DAVID, is the cosmic per-
sona of an artist based in San Antonio. 
His outfit is part of the artist’s everyday 
wardrobe. Hand-painted with fluores-
cent details, he wears the clothing to 
aid in his connection with extraterres-
trial life; he maintains that he holds a 
special connection to aliens that are all 
around us. The painting E.T.’s Hovering 
Over S. Flores St. S.A.T.X. (2010) is 
part of his ongoing work with DayGlo 
fluorescent pigments. His pictures are 
often humorous, and feature local sites 
of San Antonio, celestial beings, and 
symbols of Mexican culture. The artist’s 
signature burros (donkeys) are figures 
who are in touch with their indigenous 
and cosmic roots, communicating with 
ancestors and aliens alike.

Luis Valderas wore this costume for 
his performance MASA Mission 2.5 
(2007) during the grand opening of 
Museo Alameda that year. Located 
in downtown San Antonio, Museo 
Alameda was until its closure in 2012 

the largest museum in the country 
devoted to Latino art. Valderas and 
his collaborator Paul Karam (born 
1969) participated in the celebration 
of the new museum by donning silver 
astronaut suits and traditional Mexican 
serapes. They also wore the MASA 
logo they had created for MeChicano 
Alliance of Space Artists, a curatorial 
initiative devoted to promoting “an 
awareness of outer space as an integral 
part of the Chicano/a Modern Mythos 
/ Reality / Iconography.” (Read more 
about MASA in the next section.)

Cloaked figures in the photographs of 
Hector Hernandez reference popular 
culture while speculating “alienation” 
within a rapidly gentrifying East Austin. 
The title Bulca (2015) is a play on the 
word “Vulcan,” a species in the world 
of Star Trek. Sound of Winter (2014) 
alludes to the transporter pads often 
seen on the television program, where 
characters are “beamed” from one 
place to another.

Ricardo Valverde was an important 
fixture in East Los Angeles in the 1970s 
and 80s, and frequently documented 
members of his Chicano/a community. 
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His later work is distinguished by pho-
tographic interventions, with collage, 
hand-painting, scratching, or ripping of 
photographs. The works on view here 
were taken at a Blade Runner-themed 
Día de los Muertos (Day of the Dead) 
celebration in 1983.

Two-dimensional works also make use 
of the fictitious or performative body. 
Claudio Dicochea’s brightly colored 
pictures borrow the form of histori-
cal casta (caste) paintings, a genre 
that proliferated throughout colonial 
Latin America and emphasized racial 
hierarchies within mixed race families. 
Dicochea uses figures from popular 
culture and presents them in incongru-
ous outfits and accessories to make 
visible competing stereotypes. His 
choice of subjects and their juxtaposi-
tion serves a critical purpose, asserting 
that constructions such as race must 
not only be assigned but reproduced 
successively in order to persist. His 
works challenge the viewer by asking 
what it is that stereotypes reproduce.

By donning a garment or other physical 
apparatus, we can unfasten identity 
from its earthly boundaries and strati-
fying social constructions. The works 
displayed here include costumes from 
performances and everyday life that re-
orient Latino/a existence across global 
and planetary borders. Greeting view-
ers at the top of the stairs are the outfits 
of cosmic characters who transcend 
time and space across national borders 
and in their own barrios. Included is 
a costume from the AZTLAN Dance 
Company, a group that mounts original 
contemporary dance productions that 
build upon history, folklore, and popular 
culture. While traditional ballet folklóri-
co tells a Mexican story, this troupe is 
devoted to the culture of Latinos/as on 
this side of the border, exploring issues 
related to Chicano/a culture and my-
thology. Sexto Sol: A Cumbia Cruiser’s 
Guide to the Galaxy (2012) takes as its 
foundation the hysteria accompanying 
the Mayan prophesy of the “end of days” 
that was predicted for December 12, 
2012, reimagining Aztlán, the mythical 
homeland of the Mexican people, in 
a cosmic setting. The character Silver 
Sky Dancer, played by Paul del Bosque, 
uses his magical accordion and 



A second set of costumes by artists 
who explore topics such as queer 
futurism through politically motivated, 
cross-species, and gender-noncon-
forming personas is presented on the 
other side of the gallery. Edmundo 

“Mundo” Meza, later simply referred 
to as Mundo Meza, was a Chicano 
artist based in East Los Angeles. He 
was a window dresser, painter, and 
performance artist, and was part of 
an artistic circle that included the 
important Chicano/a art collective 
Asco. Meza, who carried an AIDS 
diagnosis and died of related causes, 
began showing the cancerous lesions 
of Kaposi’s Sarcoma on his body in the 
early 1980s. It was at this time that he 
and his partner Jef Huereque retreated 
to a loft in the Brewery Art Colony. For a 
1983 Halloween party held at the trendy 
West Hollywood nightclub Palette, they 
worked together to design a costume 
that would compete in the fashion 
show, where it won first prize. By cov-
ering every inch of Meza’s body, it also 
served to hide his lesions, allowing him 
temporary freedom from social alien-
ation by virtue of his alien garb.

A close friend of Mundo Meza, Robert 
“Cyclona” Legorreta was known for 
conceptual street actions and provoca-
tive performances throughout East Los 
Angeles. Although he retired Cyclona 
as a performance persona upon the 
AIDS-related death of Meza in 1985, 
he reprised the persona for an event 
in 1989, when VIVA: Lesbian and Gay 
Latino Artists of Los Angeles staged 
a massive event called Transcend to 
celebrate their first anniversary as an 
organization. He performed at the event 
in an elaborate costume designed by 
friend and fellow VIVA member Mike 
Moreno. Moreno fabricated the other-
worldly creation out of found and cheap 
materials such as thrift store chiffon 
curtains, a cereal box, and cathode 
ray tubes from his television. In the 
performance, Cyclona used choreog-
raphy invented by Meza, and included 
cosmic orbiting movements in hom-

age to the late artist. Displayed here 
is a recreation of the headdress from 
the costume, crowned by a miniature 
altar that houses a pendant picturing 
the third eye. The third eye, a mystical 
symbol of esoteric perception, was a 
fitting emblazonment for an artist who 
once stated, “I am perception, perceive 
me as you will.”

Guadalupe Maravilla (formerly 
Irvin Morazán) uses performance, 
sculpture, and video to address the 
mystical, political, and autobiograph-
ical. The artist created the sculpture 
Border Headdress (2016) using part of 
a costume from a performance entitled 
Illegal Alien Crossing (2011), a cere-
monial traversing of the Rio Grande 
river at the U.S.-Mexico border in 
Ruidosa, Texas. Outfitted in an elabo-
rate costume that included a metallic 
headdress using a car window sun 
reflector, a field of light was refracted 
over the river as Morazán crossed. The 
futuristic costume posited questions of 
how we will view issues of citizenship, 
borders, and migration in the future, 
suggesting that the term “alien” can 

hold both extraterrestrial and political 
meanings. Maravilla created Border 
Headdress by breathing new life into 
the costume through the addition of a 
mannequin torso, “dazzle camouflage,” 
cinderblocks, and a brick made from 
soil collected at the border.

Finally, displayed are two costumes 
worn by Carmelita Tropicana in 
Schwanze-Beast (2015), a science 
fiction film-performance-lecture hybrid 
that investigates the question “what 
separates humans from beasts?” 
Tropicana is a queer feminist artist 
who has collaborated with her sister, 
the filmmaker Ela Troyano, on projects 
since the 1980s. Their works often use 
fantasy and humor to explore identity, 
politics, and nature. Schwanze-Beast 
grew out of their research at the 
Vermont Performance Lab, and inves-
tigates animal behavior and scientific 
methodology. The future is used as a 
lens to view the intersectionality of cli-
mate change, ethics, animal rights, and 
preservation, as well as issues of race, 
class, gender, and sexuality.
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The content of the video works present-
ed here ranges from the real to the mys-
tical. La Gravedad de los Asuntos 
(Matters of Gravity) is a group project 
of Mexican artists and scientists who 
together explore the relationship 
between art and science through the 
concept of gravity. Resulting from their 
collaborative research into weightless-
ness on a zero-gravity parabolic flight, 
Supernova (2015) playfully explores the 
implications of human embodiment 
through the image of an exploding, 
star-shaped piñata. As candy disperses 
throughout the aircraft, we are invited 
to consider the cultural histories of na-
tional space programs while reflecting 
on the physical forces that make life at 
all possible. 

An installation by Sofía Gallisá 
Muriente revisits the surreal spec-
tacle of snow falling in the Caribbean. 
Combining newsreel footage with the 
lilting audio of a slowed-down mam-
bo, Lluvia con nieve (Rain with Snow) 
(2014) transports viewers to mid-centu-
ry Puerto Rico as if in a dream. In 1955, 

Tania Candiani, Juan José Díaz Infante, Nahum, and Ale de la Puente, 
Supernova, 2015 (video still). Courtesy of the artists.



a year after the attack on the United 
States Capitol by four Puerto Rican na-
tionalists, a plane delivered two tons of 
New Hampshire snow to thousands of 
young people gathered at Sixto Escobar 
stadium in San Juan. Orchestrated by 
Felisa Rincón de Gautier (1897–1994), 
then mayor of San Juan, with the 
company Eastern Airlines, the political 
stunt has come to be understood as 
emlematic of the forced reconciliation 
between the United States and the ter-
ritory. By slowing the film, the artist asks 
us to scrutinize the ideology at work in 
its production. The surviving 40 sec-
onds of footage reveal exoticizing imag-
es of oxen, Sevillanas (women dressed 
in folk costumes from the Sevilla region 
of Spain), and figures inhabiting roles 
such as “Prince of the Tropics” and 

“Princess of the Snow.” At the same 
time, we can see the boisterous crowd 
embracing the opportunity to enjoy the 
surreal experience of seeing snow on a 
tropical island.

Jillian Mayer uses satire to comment 
on the conventions of intimacy and 
celebrity in short videos she makes for 
the web. In I Am Your Grandma (2011), 
she harnesses the form of a music  
video to speak to her future grand- 
children. In Makeup Tutorial—How to 
Hide from Cameras (2013), she adopts 
the format of a video tutorial to impart 
to her viewers techniques for avoiding 
detection by facial recognition software. 
By hosting many of her video works on 
public forums such as YouTube, the 
artist engages a meta-dialogue about 
mortality and the impending outdated-
ness of current technologies.

A new installation by MASA 
(MeChicano Alliance of Space 
Artists) brings together the work of 
eight Latino artists working with sci-
ence fictional themes. The name MASA 
is a play on NASA (National Aeronautics 
and Space Administration), located in 
Houston, and masa de maíz, the corn 
dough of Pre-Columbian civilizations 
still used today for dishes such as torti-
llas, tamales, and pupusas. Conceived 
in 2004 by San Antonio-based artists 
Luis Valderas and Paul Karam, the 
project grew to include artists from 
California, New Mexico, Puerto Rico, 
and elsewhere, and manifested in three 
exhibitions that focused on decoloni-
zation (2005), gender (2006), and the 
Space Race (2007)—themes that are 
all present in the newly assembled 
constellation on view here.

Laura Molina’s painting Amor 
Alien (2004) sets the tragic story of 
mythic Aztec lovers Ixtaccíhuatl and 
Popocatépetl in outer space. The 
composition reimagines the iconic 
picture Amor Indio (1954) by Mexican 
illustrator Jesús Helguera (1910–71), 
which was popular in the Chicano art 
movement of the 1960s, and typifies 
the ways in which pre-Columbian 
imagery was recovered in a nation-
alist discourse that simultaneously 
eclipsed feminist visibilities. Here Ixta 
is depicted as a green alien, sleeping 

The artist takes her title from the 
popular song “Lluvia con nieve,” record-
ed in 1963 by Mon Rivera (Efraín Rivera 
Castillo, 1924–78) who was known for 
his distinctively Puerto Rican musical 
style. In Gallisá Muriente’s treatment, 
Mon Rivera’s upbeat number slows 
with each repetition, distorting the 
music—just as collective memory fails 
us, and just as snow melts.

The work of José Luis Vargas mix-
es humor, popular culture, and the 
paranormal to speak to the formation 
of collective memory. El Museo de 
Historia Sobrenatural (The Museum of 
Supernatural History) is a collaborative 
project with Puerto Rican writer and 
performer Aravind Enrique Adyanthaya 
(born 1965). Staged as a series of 
experimental radio broadcasts and 
art happenings, this laboratory opens 
portals to other realities, encouraging 
sensorial rather than visual interpreta-
tions. Painting on tarps used for shelter 

during torrent storms on the island, 
Vargas turns found materials into mysti-
cal curtains from circus tents.

Calls for Puerto Rico’s indepen-
dence date back to revolts by the 
native Taíno people against colonizing 
Spaniards in the early 1500s, and have 
continued since the United States 
seized control of the island in 1898. As 
a leading figure in the independence 
movement starting in the 1920s, Pedro 
Albizu Campos (1891–1965) sought 
at first to achieve nationhood for the 
island through political processes, but 
later advocated a militant approach, 
organizing armed uprisings. In El 
retorno de Albizu (The Return of Albizu) 
(2009) three men hold a séance to 
summon the ghost of this nationalist 
hero. Remembered as a great patriot 
who resisted colonial rule to the end of 
his life, by summoning Albizu, Vargas 
seeks to resurrect the Puerto Rican 
spirit of revolution.

in the arms of Popo as he gazes upon 
her. Presented as an agent of the West, 
the male figure emulates a recurrent 
trope in science fiction: the astronaut’s 
mastery over space travel is enabled 
by his masculinity, heterosexuality, and 
whiteness. However, he is incapable of 
staying on this planet for long, and his 
futuristic technology—the very helmet 
that allows him to survive here tempo-
rarily—is a barrier that ultimately keeps 
him apart from his beloved.

La Ciudad Hidroespacial (The 
Hydrospatial City) is the utopian world 
of Argentine artist Gyula Kosice. 
Beginning in the 1940s, Kosice 
embarked on this body of multimedia 
work depicting floating dome-shaped 
habitats. Responding to ecological 

concerns about environmental sus-
tainability and population growth, The 
Hydrospatial City questions assump-
tions about the form and function of 
human dwellings and how powerfully 
they shape our understanding of life on 
Earth. The diagrams for his transparent 
bubble habitats include fantastical 
designations for different living spaces: 

“A habitat full of unclassifiable words,” 
or a place for “the operational lodgings 
of the soul.”

Gyula Kosice, Fotomontaje de la Ciudad Hidroespacial, 
2007 (detail). Courtesy of the Kosice Museum, Buenos 
Aires. ©Gyula Kosice.



post-industrial
            americas

Within science fiction, post-industrial 
narratives feature the use of technology 
in ways not anticipated by their inven-
tors. The installations presented in the 
atrium use pneumatic, aeronautic, and 
mechanical technologies to critically 
engage the concept of borders. At the 
center, Chico MacMurtrie’s inflatable 
architecture activates the space with 
seemingly living structures that extend 
into tall undulating arches before 
contracting back into bodily tendrils. 

Architecture and organic organism 
meet, as do the static and the dynamic, 
the natural and the artificial.

Simón Vega’s Tropical Mercury 
Capsule (2010/2014) fuses an object 
once associated with state-of-the-
art technology with the provisional 
architectures found in the favelas 
(shantytowns) of the developing world, 
designed more for daily survival and 
subsistence than for space exploration. 
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ChiCo MaCMurtrie/ 
aMorPhiC roBot worKs
b. 1961 Deming, New Mexico

ruBén ortiz torres
b. 1964 Mexico City, Mexico

siMón vega
b. 1972 El Salvador

It is a space travel machine created 
with no access to global powers or 
the technology of NASA, but which is 
reminiscent of NASA’s Project Mercury 
(1958–63). In contrast to NASA’s sleek 
durable materials, this capsule is made 
of wood, cardboard, rope, plastic 
water vessels, and metal roofing. We 
find it here in a state of post-crash 
landing, with debris surrounding the 
structure. The space capsule is a clear 
enunciation of the artist’s geographical 

and geopolitical point of departure, El 
Salvador, offering a glimpse into what a 
Central American space program could 
look like by creating it in a future past 
tense: it has already landed.

Rubén Ortiz Torres’s Alien Toy (La 
Ranfla Cósmica) (1997) is a kinetic 
sculpture inspired by the customiz-
ing aesthetics of Chicano lowriders. 
Modifying a white Nissan pickup truck, 
a model commonly used by U.S. border 

patrol, and echoing the graphics of the 
border patrol logo, the vehicle is labeled 

“Unidentified Cruising Object” and 
“Space Patrol,” linking it to the space 
travel genre within science fiction. The 
remote-controlled car can split open 
into absurdly spinning parts, driving 
home the discourses of immigration, 
street culture, and science fiction.



The works on view in this gallery all 
engage Indigenous communities and 
technology, recognizing the collective 
knowledge that is intimately tied to lan-
guage, social relations, spirituality, and 
worldview. Guillermo Bert’s tapestries 
are inspired by his observation that 
QR (Quick Response) code patterns 
resemble textile patterns woven by the 
Mapuche people of Chile. Scanning 
the codes with a QR reader application 
on your smartphone will take to you to 
a website with Mapuche quotations 
from the tribal members featured in the 
related videos. The aphorism linked 
in Lukutuwe (Fertility) (2012) is: “The 
Mapudungun [Mapuche language] is 
the sap needed for the transmission 
of the culture.” The graphic pattern of 
the textile features a female fertility 
symbol associated with creativity, and 
the yellow color mimics the clothing 
worn by the filmmaker featured in the 
video. By embedding this information 
into a format compatible with current 
technology, Bert preserves cultural 
heritage while asserting its continued 
importance in the present and future. 

The aphorism linked in The Visionary 
(2012) is: “We have the same needs of 
a tree—we can’t live without our land.” 
Here too, the video that accompanies 
the textile relates to its inspiration and 
meaning. The pattern and colors of The 
Visionary connect to the Birdman fea-
tured in the video; the brown and black 
colors of the tapestry mimic the cloth-
ing that men in this community wear. 
By commissioning new weavings, Bert 
marries the encryption technologies of 
traditional textiles with contemporary 
digital ones, achieving communication 
through different methods.

indigenous
      futurisms
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guillerMo Bert
b. 1959 Santiago, Chile

Marion Martinez
b. 1954 Española, New Mexico

rigo 23
b. 1966 Madeira Island, Portugal

adál
b. 1948 Utuado, Puerto Rico

eriCa BohM
b. 1976 Buenos Aires, Argentina

glexis novoa
b. 1964 Holguín, Cuba

alternate 
      americas    
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There is never just one historical 
narrative. Historians make choices 
about which events to represent and 
from which perspective, often to the 
disadvantage of people who have been 
colonized or enslaved. Alternate histo-
ries allow for reimagining the past from 
the perspective of the alienated or mar-
ginalized. In the “what if” narratives pre-
sented in this gallery, artists play with 
facts to suggest new historical records. 
In Coconauts in Space (1994–2016), 
ADÁL takes us on a journey wherein 
Puerto Rican astronauts land on the 
moon in 1963. The fictitious expedi-
tion predates the 1969 landing of Neil 
Armstrong and Buzz Aldrin via NASA’s 
Apollo 11, during which they planted an 
American flag on the moon. Through 
altered images, we experience the story 
of Comandante ADÁL, pilot of Domino 
1, and the Coconaut Space Program. In 

this way, ADÁL uses humor to address 
the colonial expansionism inflicted on 
Puerto Rico by the United States.

Through the re-photography of NASA 
imagery, Erica Bohm’s “Planet Stories” 
(2013) address both the inaccessibility 
of these astral terrains to the common 
person, and the human propensity to 
conceptually bridge distances through 
photography. By using an instant 
camera, Bohm furthers the truth claim 
that these pictures bear, as if the artist 
herself had been part of NASA’s Apollo 
missions of the 1960s and 70s, or the 
current Mars Exploration Program 
initiated in 2011.

Glexis Novoa creates intricate render-
ings of fantastical ominous skylines on 
marble, a material associated with the 
monumental architecture of ceremony, 

authority, and strategies of intimidation. 
Mamayev Square (2011) immerses us 
in an urban wilderness of hard angles 
and cheerless pyramids. The title 
alludes to the Russian monument com-
memorating the Battle of Stalingrad 
(now Volgograd) in 1942–43, widely 
regarded as one of the bloodiest battles 
in the history of warfare. Benares (The 
last photograph) (2013) offers a dys-
topian vision of the sacred Indian city 
Benares (now Varanasi) in decay. The 
city, known for its beautiful views, 2,000 
temples, and majestic steps leading 
into the Ganges River, is defamiliarized 
as buildings sink into a drying riverbed 
and militaristic aircraft dominate the 
sky. 

Guillermo Bert, Lukutuwe (Fertility), 2012. Courtesy of the artist.



Beatriz Cortez and rafa esParza
Beatriz Cortez, b. 1970 San Salvador, El Salvador
Rafa Esparza, b. 1981 Los Angeles, California
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Beatriz Cortez and Rafa Esparza’s 
Nomad 13 (2017) takes the form of an 
unconventional space capsule. Built 
of adobe bricks and steel, it houses 
a garden of plants indigenous to the 
Americas, evoking a long history of 
migrating plants. Cultivated by the Inca, 
Maya, and Aztec civilizations, these 
ancient species are known for their 
wholesome nutritional qualities and 
profound spiritual meanings. In sym-
bolically sending these plants into the 
cosmos, the artists evoke NASA’s real 
ongoing experiments aimed at growing 
fresh food for future space travelers. 

Within Nomad 13, the crops are 
protected in their travels by Xolotl who 
takes the form of a dog. At once feared 
and loved, this Aztec deity guards the 
sun as it travels through the underworld 
every night, and protects travelers as 
they move through unknown territories, 
through space and time.

nomad 13

Grounding his work in community- 
based forms of art practice, Rigo 
23’s Autonomous InterGalactic Space 
Program (2009-ongoing) was created 
in collaboration with Zapatista artists 
and artisans in Chiapas, Mexico. The 
immersive planetarium of Zapatista 
iconography, hand-woven baskets, and 
large wooden corn-shaped space-
ship presents an image of the EZLN 
(Zapatista Army of National Liberation) 
in a future where Indigenous autonomy 
has been achieved. Three wooden 
caracoles (snails)—an important image 
for the group, and the name for their 
autonomously governed communi-
ties—ride in the front of the spaceship. 
Paintings depict scenes of cosmic 
struggle against organizations like the 
World Trade Organization—represent-

ed as a dragon—amid stars and flowers. 
Zapatista figures are pictured wearing 
iconic pasamontañas (balaclavas), ob-
scuring individual identities in favor of 
a resistant, collective identity. A poetic, 
intergalactic sensibility infuses the 
narrative of the EZLN’s fight for social 
justice.

The work of Marion Martinez is 
informed by her upbringing in the 
Southwest; she was raised near the  
Los Alamos National Laboratory— 
an important research facility for 
nuclear technology and the birthplace 
of the atomic bomb—and near Native 
American territories. Drawing on the 
syncretic Indo-Hispanic cultural context 
of northern New Mexico, she repurpos-
es e-waste such as computer circuit 

boards to create sculptural works that 
participate in a long tradition of santero 
folk art. In El Sueño del Matachín (The 
Dream of the Matachin) (2005), the 
fringes of the traditional costume of 
matachin dancers are evoked in a halo 
of computer wires, and the sculpture 
is complete with a three-forked sword 
representing the Holy Trinity. By refer-
encing religious and cultural symbol-
ism through high-tech trash in what 
she playfully calls “Aztechna” artwork, 
Martinez expresses her environmental 
concerns and spiritual commitment.



related
programs

PERFORMANCES
La Pocha Nostra
Ex-Machina 3.0: A Psychomagic Exorcism 
of the Tech Industry
7pm Friday and Saturday, October 20 and 21

Ex-Machina 3.0: A Psychomagic 
Exorcism of the Tech Industry is a new 
performance in the series “Mapa/
Corpo” by the group La Pocha Nostra. 
At its center, the performance features 
a nude cyborg-like body, acupunctured 
with tiny flags representing the most 
insidious tech companies. By requir-
ing audience members to remove the 
needles, the performance asks the 
participant to liberate the human body 
from corporate domination.

Founded in 2001, La Pocha Nostra 
is a transdisciplinary group devoted to 
erasing the borders between art and 
politics, practice and theory, and artist 
and spectator. Ex-Machina 3.0 will be 
performed by Guillermo Gómez-Peña, 
Balitronica Gomez, and Saul Garcia 
Lopez.

Carmelita Tropicana
Hybrid Alternos
7pm Saturday, January 27

Hybrid Alternos is a new interactive 
performance-lecture by Carmelita 
Tropicana, a queer feminist artist who 
uses fantasy and humor to explore 

issues pertaining to identity, politics, 
gender, and nature. Building on her 
earlier works Post Plastica (2012) 
and Schwanze-Beast (2015), Hybrid 
Alternos is set in a future where a 
Hyena hybrid species called Hye, 
through dialogue with an android sci-
entist, navigates application to a foreign 
land called Nebula. The performance 
touches on issues of immigration, xe-
nophobia, climate change, and endan-
gered species. A panel discussion will 
follow the performance.

LECTURE
Itala Schmelz

“The Insubordination of Alternate Worlds”
7pm Thursday, November 9

In this talk, scholar and curator Itala 
Schmelz investigates trends of neo-ex-
oticism in science fiction through close 
readings of films such as The Aztec 
Mummy vs. The Human Robot (1957), 
a popular Mexican film of the 1950s. 
This type of science fiction embraces 
appropriation which takes the form of 
parodic tropicalization of the colonizers’ 
imaginaries, aimed not at imitating but 
rather sabotaging the dominant models 
of identity.

Schmelz is the director of Centro de 
la Imagen in Mexico City.

FILMS
September 2017-February 2018

Join us for a film screened in conjunc-
tion with Mundos Alternos. Curated 
by Sherryl Vint, Director of the 
Speculative Fiction and Cultures of 
Science program at UCR, the series 
presents seminal science fiction 
films alongside more rarely screened 
pictures, including El Topo (dir. 
Alejandro Jodorowsky, Mexico, 1970), 
Sleep Dealer (dir. Alex Rivera, USA, 
2008), Juan of the Dead (dir. Alejandro 
Brugués, Cuba, 2011), Rio 2096 (dir. 
Luiz Bolognesi, Brazil, 2013), and many 
others. Visit artsblock.ucr.edu/Film for 
details.

DAILY TOURS
noon and 2pm

Join ARTSblock museum educators 
for a tour of Mundos Alternos, offered 
Tuesday through Sunday at noon and 
2pm. The 2pm tour on Sundays is con-
ducted in Spanish.

Guillermo Gómez-Peña and Saul Garcia Lopez, Robo-
Proletarian Warriors, 2012. Photo by Wolfgang Silveri, 
courtesy of La Pocha Nostra Archives.



Mundos Alternos is on view at the 
California Museum of Photography and 
the Culver Center of the Arts at UCR 
ARTSblock from September 16, 2017 
through February 4, 2018. The exhi-
bition is curated by Robb Hernández, 
Assistant Professor of English at UCR; 
Tyler Stallings, Artistic Director of the 
Culver Center of the Arts; and Joanna 
Szupinska-Myers, Senior Curator at the 
California Museum of Photography. 
Kathryn Poindexter, Assistant Curator at 
the California Museum of Photography, 
is Project Coordinator. Gallery guide by 
Joanna Szupinska-Myers, translation 
into Spanish by John Pluecker and 
Carolina Villarroel. Design by Zach 
Hooker. Installation photography by 
Nikolay Maslov.

Mundos Alternos is part of Pacific 
Standard Time: LA/LA, a far-reaching 
and ambitious exploration of Latin 
American and Latino art in dialogue 
with Los Angeles, taking place from 
September 2017 through January 2018 
at more than 70 cultural institutions 
from Santa Barbara to San Diego, and 
from Los Angeles to Palm Springs. 
Pacific Standard Time is an initiative of 
the Getty with arts institutions across 
Southern California. The presenting 
sponsor is Bank of America.

Major support for this exhibition is 
provided through grants from the Getty 
Foundation.

Additional support is provided by 
UCR’s College of Humanities, Arts, and 
Social Sciences (CHASS), and the City 
of Riverside.

For more information, visit artsblock.ucr.edu and pacificstandardtime.org.

http://artsblock.ucr.edu
http://pacificstandardtime.org

