
AUSTIN, Texas â€” With its feet and tail flying in the air, an electric blue mustang mounted by a cowboy dives towards a longhorn leaping above our heads. The two animalsâ€™ hooves meet on a small patch of land
where insects and small animals crawl. A nearby skull resting against a spear is a reminder of the Native Americans who were forced out by Anglo invaders, and a barbed wire fence signals our proximity to the US-Mexico
border. This enormous, engaging sculpture, â€œProgress IIâ€• (1976/1999) by Luis JimÃ©nez, stuns us with its gravity-defying shapes and flashing colors. But it also contains poignant messages about the complex
history, culture, and landscape of the artistâ€™s homeland.The American Southwest was at the center of JimÃ©nezâ€™s life and work. Born to an immigrant family in El Paso, Texas in 1940, the artist grew up in a world
dominated by cowboys, cactus, and rattlesnakes, all of which later appeared in his drawings, prints, and fiberglass sculptures. Aside from a brief period when he lived in New York City in the late 1960s, JimÃ©nez spent
his career working in the Southwestern region of the United States. Fifteen years after the artistâ€™s tragic death in an accident at his Hondo, New Mexico studio, Border Vision: Luis JimÃ©nezâ€™s Southwest at the
Blanton Museum of Art explores the crucial role that this often marginalized and misunderstood place played in his artwork.&nbsp;Installation view of Border Vision: Luis JimÃ©nezâ€™s Southwest, Blanton Museum of
Art, the University of Texas at AustinJimÃ©nez grew up in a strict Protestant household. Barred from parties and other social engagements, the young artist passed the time drawing the local animals and insects from the
hills near his familyâ€™s home. He also worked in his fatherâ€™s electric sign shop from the age of six, where he was introduced to some of the industrial materials, bold colors, and lighting accents that appeared in his
later artwork. As a teenager, JimÃ©nez wasnâ€™t permitted to date or attend dances, so he taught himself to restore classic cars with fiberglass. This material became JimÃ©nezâ€™s unlikely choice for his fine art, and
a connection to his roots.&nbsp;Mexican immigrants, jackrabbits, and firemen all appear in JimÃ©nezâ€™s fiberglass sculptures. â€œIf my images were going to be taken from popular culture, I wanted a material that
didn&#8217;t carry the cultural baggage of marble or bronze,â€• JimÃ©nez said. But despite his unorthodox material and subjects, he was deeply invested in some aspects of the Western art tradition. After initially
studying architecture, he switched to fine art in his final year of college. â€œMost teachers were focused on Abstract Expressionism at the time,â€• curator Florencia Bazzano told Hyperallergic on a recent tour of the
exhibition. â€œHe wanted to do figuration, so he was going against the grain.â€•&nbsp;Luis JimÃ©nez, Cholo and Van with Popo and Ixta (1997), lithograph, 27 x 39 inches (collection of Gilberto CÃ¡rdenas, Austin Â©
Luis JimÃ©nez/Artists Rights Society (ARS), New York)Indeed, JimÃ©nezâ€™s careful attention to human musculature, movement, and balance recalls the work of Rodin and Greek sculpture, and he was also a master
draftsman. Dynamic drawings and prints record JimÃ©nezâ€™s uncanny ability to capture the figure in motion, but they also register his commitment to representing his community on its own terms. JimÃ©nezâ€™s 1997
lithograph â€œCholo and Van with Popo and Ixtaâ€• fuses the worlds of everyday people with ancient myths. The van, driven by a man with a snake tattoo, displays a mural depicting the star-crossed lovers
PopocatÃ©petl and IxtaccÃhuatl, an iconic pair that appears in countless Mexican calendars and restaurant walls. In another lithograph, â€œBaile con la Talaca (Dance with Death)â€• (1984), the artist shows himself
dancing with the Mexican embodiment of death, La Talaca (or Calaca), showing JimÃ©nezâ€™s close connection to his sense of mortality and ancestral culture.â€œHis approach to art is distinctly shaped by a rasquache
or underdog aesthetic,â€• Bazzano told Hyperallergic. â€œHe was looking at regular, working class people and aspects of their lives.â€• JimÃ©nezâ€™s unique blend of Pop, Chicano, and classical art presents a critical,
colorful, and humane view of the Southwest that continues to be relevant today.Luis JimÃ©nez, Baile con la Talaca [Dance with Death] (1984), lithograph sheet, 39 1/8 x 26 7/8 inches, Blanton Museum of Art, the
University of Texas at Austin (Archer M. Huntington Museum Fund, 1985 Â© Luis JimÃ©nez/Artists Rights Society (ARS), New York)Luis JimÃ©nez, Progress Suite (1979), lithograph, 23 1/2 x 35 inches (collection of
Irene Branson, Austin, Â© Luis JimÃ©nez/Artists Rights Society (ARS), New York)Installation view of Border Vision: Luis JimÃ©nezâ€™s Southwest, Blanton Museum of Art, the University of Texas at AustinBorder
Vision: Luis JimÃ©nezâ€™s Southwest continues at the Blanton Museum of Art (200 East Martin Luther King Jr. Boulevard, Austin) through January 16, 2022. The exhibition was curated by Florencia Bazzano.   A
compact show at Foley Gallery of some 30 black and white images by Rosalind Fox Solomon (b. 1930) coincides with the release of The Forgotten, her photo book spanning the 1970s to the early aughts. In an interview
with Vulture, Solomon said that she didnâ€™t like giving out information because â€œthe depth is in the pictures.â€• Most of her titles merely list locations. In a way, Solomon harks back to a time when viewers believed
that pictures told it all. As the Foley survey shows, such contextual reticence pays off, with occasional downsides.&nbsp;Solomon creates drama masterfully in her succinct images. In the galleryâ€™s vitrine, â€œSword
and doll, Jonesboro, Tennesseeâ€•(1976), a fascinating puzzle of off-kilter perspective, features a smallish uniformed adult male with a sword and a life-sized young girl doll lurking to the side. The composition has certain
American Gothic vibe of lost or perverted innocence. In â€œGeorgiaâ€• (1976), an elderly woman crowded by dolls flashes a bewildered stare from behind a staircase rail, resulting in a â€œBaby Janeâ€• atmosphere.
While these images arenâ€™t as direct in their social and cultural critique as those that Solomon took of gun-toting Southern whites, they nevertheless suggest how out of place the artist, a Jewish Illinois native, felt upon
moving to the American South.Rosalind Fox Solomon, Poland (1988)Solomon traveled widely. Many of her images show that foreignness can be a gift to a perceptive artist who has not internalized the social codes or
naturalized the visual markers of a place. Such distancing appears to be at play in â€œSouth Africaâ€• (1990), which depicts a middle-aged white woman clad in tribal robes and necklaces beating an African drum. While
the portrait may not whack viewers over the head as a strident condemnation of apartheid, the cultural obliviousness it telegraphs is nevertheless unimaginable in any other context. In the more oblique â€œPolandâ€•
(1988), three women who might be friends or family hide their faces with their palms. Knowledge that the photograph was taken in communist Poland, in which the government spied on its citizens, adds a political
dimension.Latin America seems to be Solomonâ€™s creative Achillesâ€™ heal, at least judging from the works included here. Dusty, poor landscapes are peopled with smiling children as eager, non-threatening subjects,
as well as farmers and housewives of different social classes, posed amid their environs. The generic flatness of some of these images underscores the limitations of a flaneur eye, no matter how empathetic. But
thereâ€™s an occasional nugget, and when it comes it takes your breath away. I stood transfixed before â€œMexicoâ€• (1985), which captures three elderly women sitting in a sterile white room, perhaps in a nursing
home. Slumped archly or leaning back, mouth gaping asthmatically, the women appear lost â€” to each other, the world, time. Rosalind Fox Solomon, â€œMexicoâ€• (1985) Viewers could come back to this image every
day and, depending on their mood, read it as the epitome of desolation and loneliness or a vision of quietist oblivion. This may be what Solomon means by depth, as that final, ultimate measure of humanity, which her
viewers must search for within themselves. &nbsp;Rosalind Fox Solomon: The Forgotten continues at Foley Gallery (59 Orchard Street, Manhattan) through December 5.The Forgotten by Rosalind Fox Solomon (2021) is
published by MACK Books.  Gabriella Sanchez: Partial Pictures, installation view at the Museum of Latin American Art (MOLAA) (all photos by the author for Hyperallergic) LONG BEACH, Calif. â€” Gabriella Sanchez
wants us to question our perceptions. Her new solo show at the Museum of Latin American Art (MOLAA) in Long Beach plays with words, fonts, collage, images from the artistâ€™s family archive, and symbols of Latinx
LA. Titled Partial Pictures, the exhibit asks more questions than it answers, asking each viewer to become aware of how they make associations based on their preconceptions. For example, a word written in Old English
(versus Sans Serif) or a blue ballpoint pen rose illustration might feel familiar and comforting to a Chicano viewing the work, while for another person it could bring up stereotypes of gangs and criminality. Sanchez wants
you to ask why a simple font change has the power to do that.&nbsp;One particular work â€œFrom/Veronica/Formâ€• (2020) features a photo of a pregnant person of color looking straight at the camera; a metallic
cursive engraving of the word â€œfromâ€• sits below them.&nbsp;A viewer might recall the question â€œwhere are you from?â€• that many people of color constantly get asked. Or maybe they think of â€œwhere are
you from?â€• as in, â€œwhat gang are you in?â€• A third interpretation could be existential, as in, â€œwhere do we all come from?â€• On the right side of the pregnant person is the word â€œformâ€• painted in Old
English. A simple switch of a letter changes the entire meaning.&nbsp;Gabriella Sanchez, â€œFrom/Veronica/Formâ€• (2020)In another work, titled â€œFirst and Secondâ€• (2021), a man wearing chucks and baggy
jeans is standing in balletâ€™s first position, below him a pasted photo of a Degas painting with a ballerina in second position. At the bottom of the image the word â€œbaile,â€• as in â€œdance,â€• is painted in Old
English, but the last letter â€œeâ€• is partially covered by the ballerina so as to suggest the word â€œbail.â€• At times, words are bendable and flexible, while in other moments we recognize their potential to trap and
constrict.&nbsp;Sometimes Sanchez forgoes words, but the effect is nonetheless similar. In her series Portals, she adorns chain link circles with beads, which frame pixelated images of a hand holding an arm, arms
holding out skirts, feet in mid-movement, and the torso of man. The images, while serene and intimate, are bound by cold, oppressing metal.&nbsp;Gabriella Sanchez, â€œFirst and Secondâ€• (2021)Gabriella Sanchez,
Portals (2021) Gabriella Sanchez, Betty Boop titled (Proto) Type/ Diana (2020) (detail) Gabriella Sanchez, In a Word / En una Palabra (2018)Gabriella Sanchez: Partial Pictures continues at the Museum of Latin American
Art (MOLAA) (628 Alamitos Avenue, Long Beach, California) through January 2022. The exhibition was curated by Chief Curator Gabriela Urtiaga.     OXFORD, England â€” On November 12, 2021, the Policy and
Standards Division of the Library of Congress announced that the subject headings â€œaliensâ€• and â€œillegal aliensâ€• would be replaced with the new headings â€œnoncitizensâ€• and â€œillegal immigration.â€•
Library of Congress subject headings are assigned to library resources to help users access items on similar subjects, but, as this example demonstrates, they are not always entirely neutral and can even be
dehumanizing. The Library of Congressâ€™s decision to change these two headings comes as the culmination of a long battle fought by librarians who believe that the systems which govern library materials must also
deliver social justice. While this change may represent some movement in what is an inherently conservative system and institution, the term â€œillegalâ€• here is itself not without its problems and some would have
preferred use of the term â€œunauthorized.â€•I have only recently entered the world of subject headings and other, sometimes bewildering, standards for library metadata. I now work as a cataloguer, focusing on material
in Arabic and Persian, in one of the United Kingdomâ€™s most prestigious libraries. While my experience of library information management systems might still be limited, it did not take me long to spot the deficiencies
and biases within these systems. I was, unfortunately, not surprised to find that like many of the other institutions which preserve and provide knowledge, the library is far
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