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Abstract

My social practice works The Latinx Library and Estampa Cartonera
challenge the concept of the academic “collection” by inviting the
University of Michigan Latinx community and the Stamps School of Art
& Design community (respectively) to collectively make and then exhibit
their own collections, by constructing a series of, what is referred to in
academia as, “readers,” academic anthologies of, typically, canonical
texts. Over the past year, | held nine workshops for participants to
make their own readers from crowdsourced materials. | identified

and collected texts by surveying the Latinx campus community for
materials deemed important, including “nontraditional” texts (e.g.
family recipes). At the workshops, participants compiled a selection

of prose and bound the readers with cardboard covers, alluding to

the tradition of Latin American cartoneras, a form of community-
based publishing that makes literature more accessible through
low-tech printing and grassroots distribution. These readers were then

collectively displayed.
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INTRODUCTIO

My social practice works The Latinx' Library and Estampa Cartonera

challenge the concept of the academic “collection” by inviting the
University of Michigan Latinx community and the Stamps School of Art

& Design community (respectively) to collectively make and then exhibit

1 As defined by the dictionary, Latinx (noun) is “a person of Latin American de-
scent (used in place of the masculine form Latino , the feminine form Latina, or
the gender-binary form Latin@ )" OR Latinx (adjective) is “of or relating to people

of Latin American descent.”
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their own collections, by constructing a series of, what is referred to in

academia as, “readers,” academic anthologies of, typically, canonical
texts. Over the past year, | held nine workshops for participants to
make their own readers from crowdsourced materials. | identified
and collected texts by surveying the Latinx campus community for
materials deemed important, including “nontraditional” texts (e.g.
family recipes). At the workshops, participants compiled a selection

of prose and bound the readers with cardboard covers, alluding to
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the tradition of Latin American cartoneras, a form of community-
based publishing that makes literature more accessible through
low-tech printing and grassroots distribution. These readers were then

collectively displayed.

Institutions of higher education create library “collections” as a way of
validating certain scholarship. The criteria for creating these archives
vary from context to context. Selection criteria, according to the
American Library Association, “should be a blend of general, specific,
and technical to enable library staff to select materials in all subject
areas and formats. In addition to criteria such as appropriateness to
the age and level of the user, librarians must also consider creating a
collection that reflects diversity of ideas and authors as well as being

reflective of the population the library serves.”

Although the University of Michigan Library offers a variety of
collections ranging from the general (Asia Library) to the specific
(Computer & Video Game Archive), there is no archive devoted to Latinx
Studies. Instead, titles that would be considered under Latinx Studies
are purchased and divided between two distinct collections: the Latin
American & Iberian Studies Collection and the Multicultural Studies
Collection. The problem goes beyond what Latinx texts the Library
chose to include, but rather the framework by which the texts are
organized. In other words, it is a broader epistemic issue of visibility and
normativity. In his essay “Ethnicity as Provenance” critical archivist Joel
Wourl expresses the importance of ethnic context when identifying the

provenance (creator or origin) of an archive.

Without a full appreciation for the contextual whole of
ethnic community development, efforts to document
this dimension of society can take on a fragmentary and

narrow approach...This paradigm of archival selection

2 Kpekoll. “Selection Criteria.” Tools, Publications & Resources. January 11, 2018.

http://www.ala.org/tools/challengesupport/selectionpolicytoolkit/criteria.
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overlooks the rich reservoir of information originating deep
within community infrastructures in favor of scattered
products about communities, often generated by those

on the outside looking in. It also runs a considerable

risk of being grounded in distorted, if not damaging,
preconceptions of ethnic identities and community

experiences.®

Although Wurl's analysis is specific to archival studies, applying

it to the cataloging systems of the University of Michigan Library
affords a deeper critique of collection practices: considering the long,
complicated, and profoundly violent history between the Americas and
the Iberian Peninsula, why are Latin American texts contained within

the same parameters as Iberian texts?

Furthermore, while the Multicultural Collection does contain a Latina/o
Studies subsection, grouping Latina/o Studies, African-American
Studies, Native American Studies, Arab and Muslim American Studies,
Asian/Pacific Islander American Studies under this locality and
designation denies agency to Latina/o Studies scholarship, as well

as to the other subgroups. The Stanford Encyclopedia of Philosophy,

citing Glen Coulthard, eloguently articulates this dilemma:

Some postcolonial theorists are critical of multiculturalism
and the contemporary politics of recognition for
reinforcing, rather than transforming, structures of
colonial domination in relations between settler states

and indigenous communities. Focusing on Taylor's theory
of the politics of recognition, Glen Coulthard has argued
that “instead of ushering in an era of peaceful coexistence
grounded on the Hegelian idea of reciprocity, the politics of

recognition in its contemporary form promises to

3 Wurl, Joel. “Ethnicity As Provenance: In Search Of Values And Principles For

Documenting The Immigrant Experience.” Archival Issues 29, No. 1(2005): 65-76.
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reproduce the very configurations of colonial power
that indigenous peoples’ demands for recognition have
historically sought to transcend” (2007, 438-9; see also
Coulthard 2014)4

Thus, we see the continuation of colonialism play out within the
University of Michigan’s Library collection description conventions.
Classifications like “Latin American & Iberian Studies” and
“Multicultural Studies,” serve as ever-present reminders of Latinx
Studies as an “othered” discipline, couched within a larger settler state,

never standing as its own valid field of scholarship.

The American Library Association’s guidelines urge librarians to create
collections reflective of the community. Combining Latina/o Studies
with other ethnic groups as one collection (the multicultural collection)
gives the appearance that the University of Michigan sees its non-
white subjects as all the same, disregarding the unique differences
between ethnic groups. Although the question of naming collections
becomes a matter of semantics, this kind of oversight, regardless of
intention, can have negative impacts on the communities affected.
Namely, it can affirm students’ of color already imposed feelings of not
belonging on campus. | created The Latinx Library to bring attention
to this disconnect between out-of-date collection practices and the

sense of not belonging it promotes in the Latinx campus community.

While working on The Latinx Library, | simultaneously had the unique
experience of planning my thesis exhibition, to be displayed in the
Stamps Gallery at the University of Michigan. Rather than recreating
The Latinx Library as a gallery installation, | wanted to modify the
strategies employed in The Latinx Library (the cartonera, community
workshops, and collection-making) to address institutional blind spots
particular to the Stamps Gallery and the Stamps School of Art &
Design.

4 Song, Sarah. “Multiculturalism.” Stanford Encyclopedia of Philosophy. August
12, 2016. https://plato.stanford.edu/entries/multiculturalism/#PosCri.
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Inspired by my own positionality as a Mexican-American woman and
an artist, | wanted to unearth how many Latina artists have been
invited as guests by the Stamps School to participate in professional
programs, specifically The Penny Stamps Speaker Series, Stamps
exhibitions, and The Witt Residency. Investigating the limited archives
of events, talks, and exhibitions, the results, | learned that, of the 329
visiting artists who lectured at the Penny Stamps Speaker Series since
2002 to May 2019, only three were self-identified Latina artists: Tania
Bruguera, Carmelita Tropicana, and Marisa Mordan Jahn. Additionally,
only three Latina artists (Marisa Mordn Jahn, Nancy De Los Santos,
Melanie Cervantes) participated in solo and group exhibitions since
2002 and, since the program began in 2011, there has been only one
documented Latina Witt Visitor (Glendalys Medina), and no Latina Witt

Residents.

As a Graduate Student Instructor for the BFA senior thesis year,
Integrative Projects (IP), both years during my MFA candidacy at
Stamps, | had the privilege of teaching two Latina students and
meeting other Latina students in Stamps. Latinas are a part of the
Stamps community, yet we are not reflected in the school’s collection
of public programs. There are a number of reasons why Latinas may
feel they don't belong at Stamps and the lack of Latina representation
in public programming is one such reason. | addressed this problem in

my exhibition Estampa Cartonera.

Through The Latinx Library and Estampa Cartonera, | discovered how
to engage community in the action of collaborative collection-making
in order to engage in the process of healing the effects of exclusionary
practices enacted on the institutional level. In the following sections,

I will describe the social and artistic contexts surrounding the works,
detail the methods that | used, and articulate the final outcome of both

projects.

15



The Latinx Library

The Latinx Library is a custom-built cart situated on the bustling first-
floor lobby of Shapiro Undergraduate Library, the most visited library
on campus [fig. 1]. Surrounded by floor-to-ceiling glass, the cart’s
vivid and handcrafted aesthetic celebrates Latinx scholarship. Shapiro
Library employs a number of aesthetic and systemic cues to assert

Western icons of intellectual importance and relevance—for example,

16
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Greek-inspired architecture, elaborate cataloging systems that
emerged within the height of colonization, controlled lending systems,

and encapsulation within the broader university.

The Latinx Library’s bright colors and cardboard-bound books
intentionally clash with the pomp-and-circumstance grandeur of the
library, directly challenging the expectations of the collegiate library
as methodical, stoic, and seemingly objective [fig. 2]. Embedded
within the space, The Latinx Library fills the gap of the missing Latinx

17



Studies collection and offers university members (Latinx and non) the
opportunity to encounter and engage with the defiant, celebratory,

and inclusive Latinx “readers” in a public way.

This project will culminate in my formal donation of 60+ Latinx Readers
by the Latinx community to the University of Michigan Library system.
Although it has yet to be determined exactly where the collection will
be placed within the library, the formal collection of The Latinx Library
plays a monumental role in helping the University of Michigan Library

validate Latinx scholarship built by the campus community. In addition,

-
-
-
@
-
-
-
]

Figure 1: The Latinx Library inside Shapiro Library at the University of Michigan,
Ann Arbor

18



the inclusion of the collection helps to document Latinx cultural values
at this particular moment in the history of the University of Michigan

and foster a sense of institutional belonging that can feel all too rare

for the Latinx community at the University of Michigan.

Figure 2: The Latinx Library outside of Clements Library at the University of Michigan,
Ann Arbor
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Estampa Cartonera

Estampa Cartonera transformed the front of Stamps Gallery into a
space reminiscent of a cartonera press [fig. 3]. | divided the nearly
1,000 square foot space into two parts: “the reading room” and “the
workspace.” The reading room of Estampa Cartonera invites viewers
to engage with two collections: on one side, an underwhelming display
of six cartoneras, each documenting one of the six Latina artists
Stamps has invited to established programs between the years 2002
and 2019; and on the other side, an ever-growing archive of over 200
Latina artists as consideration for future invitation to one of Stamps’

programs.

| designed the flow of this room as a large circular space that could be
entered at many points. On the magenta wall a cardboard sign [fig.

4] (referencing the visual and material form of the cartoneras) read
“Latina Artists Stamps School of Art & Design has invited to: exhibit
their work, give a Penny Stamps public talk, be a Witt Visitor/Resident,”
with an arrow pointing to the small collection of Stamps-affiliated
Latina artists that occupied a 2 ft. x 4 ft. wooden bookshelf [fig. 5,6].

Directly across, also signified with its own hand-painted sign [fig. 7],
thirty feet of wooden bookshelves curved to form an inviting space,
holding the collection of potential artists [fig. 8]. | incorporated
elements from The Latinx Library cart into the design of these mobile
shelving units: specifically, plywood strips as shelves, with a wire rail
to hold the cartoneras in place. | designed the shelves to be minimal,
open, and exposed in order to place all visual emphasis on the artists’

cartoneras, and to be welcoming and approachable.

The Stamps-affiliated artists’ cartoneras contained curated texts,
images, bios, event descriptions, and articles detailing their careers and
artistic practices. My goal was to allow depth for each of these artists

much in the same way Stamps has done by inviting them to speak,

20



Figure 3: Estampa Cartonera installation

Figure 4: Signage indicating collection of shown artists
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Figures 5, 6: Collection of shown artists

Figure 7: Signage indicating collection of potential artists
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Figure 8: Collection of potential artists

23



1.¢

Figure 10: Instructions for making cartoneras
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Figure 11: Final collection of 40+ community-made cartoneras

exhibit, and participate in programming. In contrast, the Latinas-as-
potential-artists cartoneras contained duplicate pages offering a small

portrait of the artist and her bio.

In the adjacent workspace were two large oilcloth-covered worktables
for gallery-goers and workshop participants to make their own
cartoneras [fig. 9]. Hand-painted instructions for making cartoneras
hung on the yellow wall with the materials and tools necessary for each
step directly below [fig. 10]. | encouraged participants to tear pages of
images/bios from different cartoneras and assemble them into their
own cartonera. Participant-made cartoneras are displayed in a third
collection that surveyed community interest in the potential artists [fig.
).

25



During the two-week run of the show, | held two cartonera-making
workshops. Whereas my intended audience for The Latinx Library
workshops were Latinx community members, the two workshops within
Estampa Cartonera targeted the Stamps community as a means of
creating meaningful conversation about the underrepresentation of
Latina artists in Stamps programming. These workshops prompted
questions and conversation amongst participants. Perhaps the most
intriguing insight from these workshops were the number of Stamps
faculty, staff, and students with direct connections to some of the
Latina artists on display in the potential artists collection yet had not

mobilized these contacts into formal invitations.

| extended these discussions beyond the space of Stamps Gallery by
meeting and consulting with Stamps staff and faculty to talk about
the disparity of Latina artists brought to Stamps for professional
engagement. | met with individuals who have the ability to enact
change within the community: for example, members of the Stamps’
Diversity, Equity, and Inclusion (DEI) Committee, Srimoyee Mitra
(Director of the Stamps Gallery) and Jennifer Junkermeier-Khan
(Outreach and Public Engagement Coordinator, Stamps Gallery), and
Chrisstina Hamilton (Director of the Penny Stamps Lecture Series).
Many of the Stamps administrators and faculty that | met with about
the underrepresentation of Latinas in Stamps programming requested
the spreadsheet of 200+ Latina artists | had compiled for Estampa
Cartonera, demonstrating a desire to utilize this list as a starting point

for inviting more Latina artists to future programming.

From these conversations, | began to consider the culminating impact
that Stamps programming plays in inspiring, not only the Stamps
community, but also the public, which determines the future make-
up of Stamps students. Professor Franc Nunoo-Quarcoo, the current
head of the Stamps DEI Committee, described the potential impact
of diversifying Stamps programming, especially the Speaker Series,

on recruitment. By diversifying the artists Stamps invites, Stamps is

26



seen as more inclusive, which may draw more students from diverse
background. In other words, increased Latina representation in
Stamps public programming may result in the growth of the Latina

undergraduate and graduate population at Stamps.

27
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|. Precedents for Reimagining the
Institutional Collection as Equitable

Storytelling

We are familiar with the aphorism “History is written by the




victors,”simplying that power controls how we understand the past.
Those in positions of power are the grand storytellers, shaping our
understanding of key events in history in ways that validate their
authority in the present and project their control into the future.

History is a collection of constantly shifting stories and it is the job

of the historian to anticipate and interrogate these biases in order to

5 The line is often credited to Winston Churchill, however there is no reliable

source to confirm this.




get a “clearer” picture of history. Library collections also perpetuate a

particular history.

Aurora Levins Morales’ essay “The Historian as Curandera” explores
the healing power of the “curandera (healer) historian”¢ Morales
claims that “all historians have points of view.... Storytelling is not
neutral. Curandera historians make this explicit, openly naming

our partisanship, our intent to influence how people think.””In her
paper, Morales explains how asking speculative “what if” questions

is a legitimate tool for healing history since “[p]roposing a radically
different possible interpretation is a way of opening up how were [sic]
think about events..."® Remedying the falsity of the past allows for
agency in the present and hope for possible futures. With Morales in
mind, | saw my role within The Latinx Library and Estampa Cartonera
as a “curandera artist,” using the works to ask speculative questions of
the institutions | am interrogating. What if there was a Latinx Studies
collection? What if Stamps represented more Latina artists in its public

programming?

Grappling with biased collections is not the responsibility of only the
(curandera) historian (or curandera artist); it is also the responsibility of
librarians, the administrators, and the library as whole. Contemporary
cataloging practices within academic collections emerged from the
colonial agendas of the past? In his essay “Archival Institutions,”
Adrian Cunningham articulates the forced assimilation of collection

and record-keeping practices by colonized cultures and the ways in

6 Levins Morales, Aurora. “The Historian as Curandera,” JSRI Working Paper #40.
The Julian Samora Research Institute, Michigan State University, East Lansing,
Michigan, 1997.

7 Ibid., 1.

8 Ibid., 3.

9@ White, Hollie C. Decolonizing the Ways Libraries Organize. The International
Federation of Library Associations. IFLA Library. July 23, 2018. http://library.ifla.
org/2221/1/207-white-en.pdf.
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which they, in the aftermath of fallen colonial powers, tend to return
to their own nearly wiped-out methods of archiving (oral history, for

example).©

The complete rejection of western archival practices within the context
of the United State is extraordinarily difficult, if not impossible because
they are deeply aligned and ingrained within our values systems,
despite the fact that many members at the University of Michigan do
not come from “the west.” My work directly responds to this dilemma,
asking us to consider how we, within the world of academia, can
reimagine the academic collection as an act of collaboration, inclusion,
and generation, rather than the result of a singular person’s biased
discretion. While working on The Latinx Library, | discovered that | share
this line of inquiry with many collection workers within public, private,

and academic contexts, including the University of Michigan Library.

Critical librarianship is “a movement of library workers dedicated to
bringing social justice principles into our work in libraries.”" Librarians
who consider themselves practitioners of critical librarianship employ
a number of critical lenses — ethnic, racial, feminist, queer, etc.— to
actively recognize, intervene, and disrupt systems of white supremacy,
capitalism, and structural inequalities present in their work.2University
of Michigan librarians make efforts to critically engage its systemic
biases. For instance, their Library MiniGrant, which | was awarded for
The Latinx Library, gives funding to University of Michigan students
with projects that make creative use of library resources in order to

“strengthen community partnerships, enhance global scholarship and/

10 “Archival System.” Archival System - an Overview | ScienceDirect Topics. Ac-
cessed April 15, 2019. https://www.sciencedirect.com/topics/computer-science/
archival-system.

11 Critlib. http://critlib.org/about/:

12 Ibid.
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or advocate for diversity and inclusion.”” Although the program is not
necessarily intended to fund projects about the library, the fact that
The Latinx Library received a MiniGrant demonstrates an interest on
the part of the librarians to critically engage blind spots in their own

institution.

Critical librarianship is a decentralized movement gaining global
traction with the help of online platforms, specifically Twitter,

and #CritLib serves as a digital “location” for critical librarians

to participate in the movement as a virtual community. In her

essay “Interrogating the Collective: #Critlib and the Problem of
Community”, Nora Almeida compares the hashtag to a borderland
that “can accommodate conflict, cultural difference, the real, and
the imaginary.”™ She goes on to articulate that as a borderland,
“...#critlib [and critical librarianship as a practice] is produced by the
clash and comingling of institutional realities, dialogic traditions, and
imaginaries.”” This is to say that the critical librarian exists at the
collision of institutionalized and radical collection practices and is
constantly navigating the two, a position between “complicity and
resistance, between belonging and otherness.” This is a tension
that | can empathize with as a student of color in academia and has
been a motivating factor in my creative practice. Realizing our similar
positions and shared interest in institutional critique allowed for rich
collaboration between myself a number of critical librarians and critical
collections makers in both the University of Michigan Library and

Stamps, resulting in The Latinx Library and Estampa Cartonera.

13 “Library Student Mini Grants.” Student Engagement Program. https://engage.
lib.umich.edu/mini-grants/.

14 Almeida, Nora. “Interrogating the Collective: #Critlib and the Problem of Com-
munity.” Edited by Karen P. Nicholson. In The Politics of Theory and the Practice of
Critical Librarianship, edited by Maura Seale, 239-257. Sacramento, CA: Library
Juice Press. Pg. 246

15 Ibid., 246.

16 Ibid., 244.
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Il. Precedents for Institutional Critique as

Artistic Engagement

In working to heal specific collections within the University of Michigan
Library and Stamps School of Art & Design, The Latinx Library and
Estampa Cartonera belong to a long lineage of institutional critique.
Institutional critique, as defined by the Tate, is “the act of critiquing an
institution as artistic practice, the institution usually being a museum

or an art gallery.””

This form of art practice gained traction in the 1970s with Hans
Haacke's MoMA Poll® [fig. 12] surveying MoMA visitors on their
proclivity to re-elect (Former MoMA Board Director, then donor)
Governor Nelson Rockefeller, considering his questionable support
of the Nixon administration’s Indochina Policy. The work consisted of
a wall hanging, two plexiglass ballot boxes along with blank ballots,
and a counter. On the wall hanging read the survey question (pictured
below) and instructions for MoMA visitors to cast their ballots. The
strength of MoMA Poll was the use of the respective museum’s
exhibition space as a platform to implicate both MoMA and MoMA's
visitors (the clear ballot boxes allowing for public disclosure of one’s

vote) in their complacent support of Governor Nelson.

In theory, the benefit of making art that is critical of an institution

and displaying it within the context of its critique is the possibility

of holding institutions accountable for their involvement in political
agendas and encouraging reflection and change. However, this is often

not the reality. In the case of MoMA Poll, true progress would have

17 Tate. “Institutional Critique — Art Term.” Tate. Accessed April 15, 2019. https://
www.tate.org.uk/art/art-terms/i/institutional-critique.

18 Haacke, Hans. MoMA Poll. 1970. MoMA.
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Figure 12: MoMA Poll (1970) by Hans Haacke

entailed MoMA removing the Rockefellers from the board and refusing
to accept their monetary contributions. Instead, MoMA did little more

than tolerate Haacke's work. In Haacke's own words:

David Rockefeller [the brother of Nelson and chairman of
the exhibition Haacke was in] was not amused. Word has
it that an emissary of his arrived at the Museum the next
day to demand the removal of the poll. However, John
Hightower, who had just been appointed director of the

Museum, did not follow orders. He lasted in his job less than
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two years.”

Haacke's work had no lasting effect on MoMA; the Rockefellers

were still heavily involved and the director of the museum (an
advocate of the work) lost his job. For my own work, | employed a
similar tactic to that of MoMA Poll, situating The Latinx Library and
Estampa Cartonera within the sites of their critiques, respectively

the Undergraduate Library and Stamps Gallery. However, wanting to
engage with the collections (and institutions) on a deeper level | looked

to Fred Wilson’s approach to institutional critique for inspiration.

Wilson's institutional interventions share similarities with Morales’
framework of “curandera historian” in that they reveal the
disenfranchised voices often left out of the archive. In his 1992
exhibition Mining the Museum: An Installation [fig. 13] at the Maryland
Historical Society, Wilson re-curated the museum’s existing collection
in new and unusual ways that highlighted historical narratives often
forgotten or kept in the shadows.?° For instance, in one part of

the installation, Wilson placed large cigar-store statues of Native
Americans facing the walls, their backs to the viewer. The statues
appeared to be “gazing” at paintings of idyllic landscapes, maps, and
portraits of Native American Royalty. By curating these artifacts

to disrupt, rather than enable, a colonial gaze, Wilson reveals The
United States’ schizophrenic relationship with Native Americans,

simultaneously based in fetishization and extermination.

With Mining the Museum: An Installation, Fred Wilson engaged
directly with the inner workings of the archive and used an “outsider”

perspective to challenge and transform the singular narrative

19 Tate. “Lessons Learned: Landmark Exhibitions Issue — Tate Papers.” Tate.
Accessed April 24, 2019. https://www.tate.org.uk/research/publications/tate-pa-
pers/12/lessons-learned.

20 Wilson, Fred. Mining the Museum: An Installation. 1992. Maryland Historical

Society.
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Figure 13: Mining the Museum: An Installation (1992) by Fred Wilson
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conventions of the museum. Similar to Wilson, | collaborated directly
with the institutions | was critiquing to produce two projects that
maintained a critical perspective while while also allowing room for
the institutions to take a direct part (and responsibility) in healing their

outdated practices.

A final example of institutional critique that helps to contextualize
my practice is THEJORGELUCEROSTUDYCOLLECTION [fig. 14],
also known as STUDYCOLLECTION, by Jorge Lucero.?' As faculty

in the School of Art and Design at the University of Illinois, Urbana-
Champaign, Lucero’'s STUDYCOLLECTION is an archive of texts and
ephemera he has amassed and exhibits within his own office. Critical
of the notion of the “academic collection”, STUDYCOLLECTION
takes the practices and expectations of a collegiate library (such as
public accessibility, ability to lend texts, the discretion of a singular
librarian, and public programming) to a playful extreme. Whereas a
university library, such as the Duderstadt, may operate twenty-four-
hour days, STUDYCOLLECTION has very limited public hours: “The
STUDYCOLLECTION is open to the public during the winter months
(approximately mid-November to early March), but only while school
is in session. You can visit the STUDYCOLLECTION during its singular

hour of operation, Mondays from 4 to 5pm.”

Additionally, a lending protocol is completely absent from
STUDYCOLLECTION, as well as any public programing, to which the
website nonchalantly states: “...the mission of the STUDYCOLLECTION
is not necessarily to be consumed en masse or to provide purposeful
entertainment of any sort. The staff of the STUDYCOLLECTION

is perfectly at ease with nothing (or the appearance of nothing)
happening during the open times of the STUDYCOLLECTION.”

21 Lucero, Jorge. THEJORGELUCEROSTUDYCOLLECTION. University of lllinois,

Urbana-Champaign.
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Figure 14: THEJORGELUCEROSTUDYCOLLECTION by Jorge Lucero

By operating the collection with this level of absurdity, Lucero explores
what he calls “institutional nearness”. Although he uses the term
“institutional nearness” on the official STUDYCOLLECTION poster
[fig. 15], Lucero does not give a definition of the term itself. | interpret
the term to mean an experience of simultaneously belonging to and
existing outside an institution. STUDYCOLLECTION exists within the
institution in that it is physically located on the university campus and
employs logic of the academic library. It falls outside of the institution
in that it does not operate exactly like a university collection. By
existing in this liminal third space, the STUDYCOLLECTION calls into
question the practices of the academic library that we take for granted,
such as long hours of operation and public programming. | explored
institutional nearness within my own practice. The Latinx Library, for
example, occupied the same space of Shapiro Library; however, its
collaborative essence, DIY collection, public display, and lax lending
system existed outside of the institutional library calling into question

the authority of the university library.
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Figure 15: STUDYCOLLECTION poster
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lll. Speculative Institutional Critique

within Chicanx Art

In his essay, “The Emancipatory Power of the Imaginary: Defining
Chican@ Speculative Productions,” William Calvo-Quirds introduces
the concept of Chican@ Speculative Productions (CSPs) and details
its importance in the pursuit of social change.?? “Chican@ Speculative
Production” is a form of institutional critique that draws upon a Latinx
speculative aesthetic. Calvo-Quirds defines CSPs as “...intentional
productions that utilize the tools of the imaginary and the fantastic
to move the viewer toward a new and different world and new ways to
be alive outside the everyday oppressive limitations of the ‘real’.”?* He
further describes the goal of CSPs as the proposal of “..a new world
that heals the effects of violence and simultaneously creates a space
where the self is defined outside subjugation: an ‘alter-Native’ world to

the one dominated by greed and racial exploration.”?*

Calvo-Quiros cites Spray Paint LACMA (1972)% [fig. 16], by the Chicano
art collective ASCO, as an exemplary CSP.? The project responded

to curatorial practices at LACMA that discriminated against Latinx
creators. After being refused the opportunity to show in the museum
on the false claim that Mexican art could only be considered “folk art”,

ASCO tagged each of their members’ names on the entrance of

22 Calvo-Quirds, William A. . “The Emancipatory Power of the Imaginary: Defining
Chican@ Speculative Productions.” In Aztldn: A Journal of Chicano Studies, 155-
70. Berkeley, CA: University of California Press, 2016.

23 Ibid., 160.

24 |bid., 163.

25 ASCO. Spray Paint LACMA.1972. LACMA.

26 Calvo-Quirds, Wil