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ABSTRACT 

 
 

This thesis examines the work of contemporary Mexican artist Carlos Amorales dealing 

with the theme of lucha libre, professional Mexican wrestling.  It assess the critical 

literature on the subject and offers new avenues of interpretation.  Specifically, I relate 

Amorales’ lucha libre works to critical theories on the spectacle, performance art, 

wrestling, and the semantic framework E-Prime as a means of clarifying 

misinterpretations in the surrounding discourse on the artist.  In this vein, I pay close 

attention to the sport of lucha libre itself as a historical and cultural entity in Mexico and 

propose a method for broadening the artist’s interpretive audience.  
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INTRODUCTION 

 

 

I want work that looks Mexican: I want to see pyramids, jungles, Mayan 

temples.1 

 

 When an editor of an Italian art magazine voiced the above statement to cultural 

critic Rubén Gallo, he or she clearly lacked any comprehension of the contemporary 

cultural scene in Mexico.  Despite the level of ignorance evident in this remark, the 

words have an overwhelming implication: when the contemporary Western art world 

speaks, the bright-eyed, emerging artists listen – and they listen well.  But to what 

degree?  Would an artist modify his own portfolio according to the current trends in 

contemporary art, even so much as to drastically switch to a subject “closer to home”?  

The thought of an “undiscovered” Mexican artist, at this moment, promoting himself to a 

gallery with a portfolio full of modernist Mayan temple paintings in the hopes of striking 

it big seems a bit disheartening, even fantastic.  But perhaps even more fantastic is 

believing that this would never happen; to what degree do artists cater to market 

pressures?  Could it be that art is tailor-made?  Assume for a moment, as a young artist 

from Mexico, you have come across the following quote by Cuauhtémoc Medina from 

2002, “There is no doubt that Mexican art is caught up in the cyclical current through 

which every five years, a given country… is suddenly incorporated into – and rapidly 

discarded from – the geographies of global culture.”2  Would you assume that your future 

hinged on these mere five years of which Medina writes?  For an artist with an entire 

career ahead, would five years of Mayan temple paintings be considered a compromising 

of talent or a carefully crafted strategy?  

 

Historicizing Contemporary Mexican Art 

                                                
1 Qtd. in Rubén Gallo, New Tendencies in Mexican Art (New York: Palgrave Macmillan, 
2004) 19. 
 
2 Qtd. in Gallo 12. 
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 The quote discussed above would seem to imply that contemporary art from 

Mexico has been trapped within the “fantastic” realm afforded to Latin American art as a 

whole.  The formation of the Latin American Arts Association of Great Britain in 1983 is 

a recent example of how some have attempted to “provide a platform for the promotion 

of Latin American culture.”3  The 1987 exhibition “Art of the Fantastic: Latin America, 

1920-1987,” organized by the Indianapolis Museum of Art, is one incident to grow out of 

the Latin American Arts Association.  What is of particular interest here is the 

juxtaposition of the notion that Latin American art is “‘fantastic,’ ‘primitive,’ or 

‘colorful’”4 with Mexico’s own contemporary art scene of the late-1980s and 1990s.  

While some artists created works that directly embodied this stereotype, other artists 

retreated and decidedly dealt with subjects that rejected it. 

 Mexican art produced during this period may be broadly categorized into two 

tendencies: the neo-Mexicanists and their opposing counterpart.  Neo-Mexicanist works 

reflect the pre-conceived “fantastic” notions of the land and its people; the subjects of 

such artworks include an idea of Mexicanness, incorporating pyramids, sarapes, La 

Virgen, and other stereotyped subjects.  As Teresa Eckmann has written:  

 Neo-Mexicanist art is representational. Whether used metaphorically, 

 allegorically, or literally, the presence of the Virgin of Guadalupe, the 

 revolutionary Emiliano Zapata, artesanía, the Mexican flag, Frida Kahlo…chinas 

 poblanas, charros, pre-Columbian imagery and other popular icons did largely 

 define Neo-Mexicanist art.5 

Julio Galán’s China poblana (1987, Fig. 1.1) reflects Eckmann’s suggestion of Neo-

Mexicanist work, illustrating the embroidered dress and braided hair that became 

popularized by a colonial-era servant brought from Asia to Mexico.   

                                                
3 Shifra M. Goldman, “Latin American Visions and Revisions,” Dimensions of the 
Americas (Chicago: University of Chicago Press, 1994) 354. 
 
4 Goldman 347. 
 
5 Teresa Eckmann, “Chicano Artists and Neo-Mexicanists: (De) Constructions of 
Nationals Identity,” Latin American Institute Research Paper Series 36 (2000): 17. 
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 The 1990s saw the emergence and embrace of opposing tendencies.  Not all 

Mexican art of the 1980s succumbed to the market pressures of Neo-Mexicanism.  

Mexican art students, along with newly arrived foreign artists, began creating works that 

typically rejected painting as a medium, negated the use of nationalistic subjects and 

symbols, and did not follow the sale-ability or commercial success of Neo-Mexicanist 

artists prior.6  Belgian artist Francis Alÿs’ Ambulantes I (1995-2001, Fig. 1.2) highlights 

the troubles of the underprivileged classes in a series of photographs documenting 

Mexican street vendors.  Diametrically opposed in terms of subject but also critical of 

social structures in contemporary Mexico, Daniela Rossell created photographic portraits 

of Mexico’s elite in her series Ricas y famosas (1994-2001, Fig. 1.3).  These photographs 

respond to Salinas’ proceedings in its documentation of families made wealthy through 

privatization and deliberately fail to capture the crises of everyday life afflicting the 

majority of Mexicans.  It appears then that Mexican art of the 1990s, partially driven by 

market demands, could be broadly categorized in two factions: Neo-Mexicanist painting 

and works of a more conceptual bent.  However different, both of these parties show a 

disinterest in creating works that demonstrated Mexico’s contemporaneous political 

unrest.  While both attempt social criticism, the works are not concerned with addressing 

the audience of average Mexicans.  This notion is a peculiar one, considering the 

historical examples set forth by Mexican muralism and other avant-garde movements of 

the post-revolutionary period of the 1920s and 1930s. 

 The presidency of Carlos Salinas (1988-1994) brought about “a period marked by 

social upheaval, political intrigues, bitter power struggles, and a string of high-profile 

assassinations.”7  Salinas’ goal to modernize Mexico’s economy sharply contrasted the 

country’s “traditional socialist platform,”8 and with his plan came a succession of 

privatizations of state-owned establishments, the repealing of constitutional mandates 

concerning land ownership, and most prominent, the signing of NAFTA.  Alongside the 

public’s disapproval of the president’s platform and resulting social conflicts, artists were 

                                                
6 Gallo 7-9. 
 
7 Gallo 1. 
 
8 Gallo 2. 
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facing their own institutional dilemma.  With the death of artist Rufino Tamayo in 1991, 

the production of Neo-Mexicanist art slightly halted, and a younger generation sought to 

stir up the art scene from the underground.9  Working alongside cultural critics, artists 

like Alÿs and Gabriel Orozco sought to undo the “marketable mexicanidad”10 that 

pervaded art at this time.  Subsequently, these young artists achieved international 

recognition. 

 More recently, the attention to disparate art scenes in Mexico has been eclipsed by 

the country’s thrust into the global contemporary art world.11  La Colección Jumex and 

the private gallery kurimanzutto have both “amassed an impressive [amount] of blue-chip 

artists”12 and promoted them in the international forum of art fairs, exhibitions, and 

biennials.13  Perhaps this phenomenon is what Medina was responding to in his quote 

about Mexican art being caught up in a five-year current of global popularity: this 

growing international attention to Mexican art and its subsequent level of independence 

from the government (financially speaking).  While this observation may have 

considerable relevance, I do not agree with Medina’s assessment that Mexican art will go 

out of fashion; Western art history, traditionally, has long been enthralled by the “exotic” 

and unknown.  The unfamiliar will many times be captivating and entice viewers to seek 

out deeper meanings.  If this fascination is written about in the press, it is not unwise to 

assume another art writer’s interest may be piqued, and another, and so on – suddenly, a 

discourse is born, and, from an artist’s perspective, a niche market is created.  Five years 

of Mayan temples does not seem like such a compromise for an artist, especially once 

                                                
9 Olivier Debroise, “From Modern to International: The Challenges for Mexican Art,” 
Collecting Latin American Art for the 21st Century, eds. Mari Carmen Ramírez and 
Theresa Papanikolas (Houston: Museum of Fine Arts, Houston, 2002) 77.  
 
10 Debroise 77.  
 
11 A further defining of the art world as an entity will take place in chapter one. 
 
12 Gallo 11.  La Colección Jumex contains works from both Mexican and global artists. 
 
13 The recent international exhibitions kurimanzutto participated in include the Armory 
Show in New York City (March 2006) and Art Basel Miami Beach (December 2005).  
Also, the ARCO 2005 fair featured Mexico as the “guest of honour,” and numerous 
exhibitions on Mexican art took place alongside the fair’s gallery presentations.  
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one’s mark is made.  After this initial period, he can discard the Mayan temples and 

focus, for example, on ominous video projections or vibrant, vinyl peel-and-stick 

appliqués – the medium can be cutting edge, or more traditional such as oil painting, but 

the subject no longer needs to belong to the realm of all things exotic (in this case, 

Mexican) because the artist has already garnered the art world’s attention.  

 

Carlos Amorales: A Frame of Reference 

 

 The aforementioned scenario could be an interpretation of artist Carlos Amorales’ 

recent past.  Born in Mexico City in 1970, Amorales became an overnight sensation 

before his 35th birthday, garnering the attention of the contemporary art world with rapid 

speed.  However, this rise to fame did not happen in the artist’s birthplace; Amorales had 

recently completed his academic training in Amsterdam when he first unleashed his 

Mexican-themed work.  Having enrolled at the Gerrit Rietveld Academie in Amsterdam 

in 1992, Amorales’ first public unveiling of his prize-winning subject, lucha libre or 

professional Mexican wrestling, took place in 1997.14  

 While Amorales never focused on jungles or temple ruins as the subject of his 

work, Mexican professional wrestling, lucha libre, still maintains the level of exoticism 

held by the pre-Columbian past: both subjects are completely inaccessible to the non-

Mexican, primarily U.S. American and European beholder unfamiliar with the subject.15  

However, what separates these two themes are lucha libre’s enticing pomp and 

                                                
14 The exhibition schedule I am referring to comes from Carlos Amorales’ curriculum 
vitae on file with the Yvon Lambert Gallery in New York City.  However, a biographical 
sketch of the artist in the catalog for the MIT Visual Arts Center exhibition “tele-
journeys” lists several solo projects from 1996 in Amsterdam.  The artist also held 
residencies in 2001 at the Ateliers des Artistes de la Ville de Marseille, France and at the 
Rijksakademie van Beeldende Kunsten in Amsterdam.   
 
15 It should also be noted that in the years I will be referring, 1996-2003, Carlos Amorales 
did not solely work with lucha libre as a subject; however, the subjects of his varied 
projects did reflect Mexican themes and topics, such as maquiladoras, Mexican assembly 
plants for manufactured goods. 
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circumstance.  Mayan pyramids may portray a sense of historical danger and mystery,16 

but lucha libre lives in the now – it is perilous, a raucous confrontation between beast-

like men with a bloodthirsty crowd cheering them on.  This is lucha libre, right?  Wrong.  

Tragically wrong.  Lucha libre poses no threat to its viewer, and its participants are 

professional, highly skilled and trained athletes competing within the constructs of a 

nearly seventy year-old tradition.  These wrestling matches are hardly akin to bar brawls 

or cockfights; no one is thrust into the hands of clear and present danger.  But this reality 

is never discussed in Amorales’ surrounding discourse because the majority of the critics 

who write about his work have no prior knowledge of lucha libre nor do they attempt to 

investigate its history.  An unidentified subject in the impressionable hands of a critic or 

non-critic alike is ultimately exalted into the intriguing realm of the exotic, just like the 

Mayan pyramids.  For Amorales and his lucha libre works, the subject was favored by 

the contemporary art world for its exotic mystery and still manages to generate 

overwhelmingly positive feedback and critical response. 

 But Carlos Amorales’ lucha libre works and simultaneous career did not begin 

with a hearty art-world embrace. The initial stages of the artist’s use of the subject was 

more art student investigation than Yves Klein rapture; having not yet arrived at the lucha 

libre theme and after graduating in 1995, Amorales began experimenting with masks and 

their potential to obstruct one’s identity from the outside world.  He first staged 

Anonymous Group Party in 1996 in Amsterdam (Fig. 1.4), a work that involved various 

people wearing white fabric disguises that vaguely took the shape of masks worn by 

Mexican wrestlers.  The occupants drank red wine, staining their masks, and creating 

facial features and characteristics.  There was no outside audience present at this event, 

and Amorales then took these masks and wore them, one-by-one, for an audience to view 

via video (Fig. 1.5).  The viewer of the tape was made to construct his/her own notion of 

the mask wearer’s identity based on the stained features now present on the cloth.  The 

work calls for elevated speculation but hardly contains the visual appeal of Amorales’ 

subsequent projects. 

                                                
16 Mel Gibson’s summer 2006 movie Apocalypto will perpetuate this notion for English-
speaking audiences. To view the film’s trailer, visit < http://www.apple.com/trailers/ 
touchstone/apocalypto/>. 
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 The artist did not begin to work with lucha libre as a subject until later that year 

after returning to Mexico.  Looking for a way to distance his private life from public view 

while still maintaining his profession as an artist, Amorales decided to reinvent himself as 

a masked wrestler, a luchador, he would call “Amorales.”17  It is unclear why an artist in 

the early stage of his career would need to or wish to keep his life closed off from the 

public, and Amorales has simply stated that “art was isolating me from the life outside 

the frame.”18  Nonetheless, Amorales commissioned a professional mask maker to 

construct a wrestling mask of his own face; in turn, the craftsman constructed an identity 

for “Amorales” based on the artist himself – Carlos Amorales did not create this mask: 

the mask maker Ray Rosas did (Fig. 1.6).  

 Once Amorales possessed this new mask, the artist began using it in various 

performance aspects before settling on the format that would bring him fame: the ringed 

wrestling match.  Prior to doing so, the artist held three performances in Amsterdam with 

figures wearing the mask of “Amorales.”  The first of these, Interim Performance (1997, 

Fig. 1.7), involves an anonymous person wearing the “Amorales” mask in the center of a 

room while he taunts the crowd for three hours via a microphone hanging from above, 

similar to those used by announcers at live wrestling or boxing events.  The artist filmed 

the event from the sidelines, and after its conclusion, members of the audience 

congratulated the performer, not Carlos Amorales: “[H]e became a star, I felt 

anonymous.”19  The second of the Amsterdam performances is Amorales Table Dance 

(1997, Fig. 1.8), three, ten minute episodes where two professional lap dancers wear the 

“Amorales” mask and dance for members of the audience.  This piece represents the 

repetitive narrative the artist sees occurring in both lucha libre and lap dances: “The same 

                                                
17 Further explanation and exploration of lucha libre will commence in chapter two of 
this thesis.  Also, when referring to the artist’s masked wrestler character, the name will 
appear as “Amorales.”  Any reference to the artist himself will not be placed in quotation 
marks.  It should also be noted that prior to creating his wrestling persona, the artist was 
known as Carlos Aguirre Morales.  He has since maintained the name Carlos Amorales. 
 
18 Carlos Amorales, – los Amorales (Amsterdam: Artimo Foundation, 2001). 
 
19 Amorales n. pag. 
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action is performed again and again with very slight variations.”20  Third, Carlos 

Amorales staged a conversation between Marco Rascón, a former representative of 

Mexico’s Democratic Revolutionary Party (PRD, Partido de la Revolución Democrática); 

Superbarrio, a Mexican political and social hero dressed like a masked wrestler who 

fights for the rights of the lower classes in Mexico City; and the artist himself while 

wearing the mask of “Amorales” (1997, Fig. 1.9).  This conversation was part of a larger 

project that he undertook that investigated “the possibilities of creating a fictional identity 

that can be performed by different persons.”21  For the first time with this subject, 

Amorales’ work takes a political role, bringing Mexico’s contemporary social context to 

a European audience. 

 It was not until 1999 that Carlos Amorales began pitting his character against 

professional wrestlers in live bouts.  In the matches, the artist never wore the mask 

himself; instead, he relied on an outsider, a professional Mexican wrestler, to essentially 

“fill” the identity of “Amorales.”  The Zürich Migros Museum’s 1999 exhibition “Peace” 

marked the first time the artist presented his character “Amorales” in a live wrestling 

match (Fig. 1.10).  From this date forward, the artist continued to present his work in this 

format, staging bouts in Paris, San Diego, Tijuana, London, San Francisco, and Berlin 

with varying opponents and subsequent actions, until seemingly abandoning the subject 

all together in late 2003.22  During these years, while staging the live matches, Amorales 

also exhibited video footage and film stills from these bouts in various solo and group 

shows in galleries and museums across the globe.   

 Amorales’ live wrestling matches managed to capture the contemporary art 

world’s attention and affection, granting the artist almost immediate success upon 

                                                
20 Amorales n. pag. 
 
21 Amorales n. pag. 
 
22 A further, more thorough investigation of Carlos Amorales’ individual matches, 
including a comparative breakdown as to what physically took place, is the focus of 
chapter one. 
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arrival.23  Perhaps more substantial than the work’s exotic subject is the artist’s ability to 

produce work that constantly calls on the viewer to be fully engaged for the event’s 

entirety.  It is as if every moment were of equal value.  Central to his practice is the 

ability to create works that are vague and ambiguous, causing the viewer to be visually 

and viscerally aroused before beginning to absorb and consider the work’s implied 

meaning.  Even after the initial, but by no means brief, encounter with the work, the 

viewer never really knows what to think outside of his/her own personal reception.  The 

“what is it” factor of the work (the questions we ask ourselves in the presence of a piece) 

seems secondary, even non-existent, and Amorales molds his artwork to embrace these 

features, altering each performance depending on its venue and audience.  In essence, 

there is no central, underlying interpretation for Amorales’ lucha libre pieces; instead, I 

argue the works can be identified as being in constant flux, repetitively relying on the 

setting and spectator to reshape their receptions and meaning with each unveiling.  It is an 

obvious aspect of any performance to gradually change and adapt; however, Amorales’ 

spectacles continuously and consciously maintain a change in performers, action, setting, 

and/or invited audience, at times even initiating the work as art for the savvy art public 

and as a popular sporting event for an arena-filled crowd of wrestling fans.   

 For the non-art world, public spectator, these aforementioned characteristics of 

Amorales’ work are promising; it is as if one’s interpretation can never be incorrect or 

uneducated.  For critics and art writers, this aspect of Amorales’ work has presented quite 

a conundrum: what is the critical, underlying, unifying factor connecting all these works? 

The notion of identity and the filling of the “Amorales” character are present in almost 

every piece written on the artist’s lucha libre works; however, this thesis was first 

initiated by Amorales himself,24 and most writers who followed suit continued to do so 

                                                
23 The Yvon Lambert Gallery in New York City opened in 2003 and featured a solo show 
by Carlos Amorales as its inaugural event, a testament to the artist’s reputation within the 
contemporary art scene.  See “Power 100,” Art Review 2003: 31. 
 
24 Carlos Amorales published an artist’s book with the Artimo Foundation in 2001 
outlining his projects surrounding lucha libre.  It includes four essays on his work by 
outside authors.  See Patricia Ellis, “Versus Amorales,” Cuauhtémoc Medina, “Masked 
Allegories,” Philippe Vergne, “For Amorales Interim,” Rein Wolfs, “Amorales vs 
Amorales,” in  – los Amorales (Amsterdam: Artimo Foundation, 2001). 
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without proper research into lucha libre.  In turn, the scholarship reflects a, at times, 

shocking interpretation of Mexican professional wrestling as a cultural entity, and the 

artist’s contribution becomes blindly interpreted.  Similarly, the concept of inhabiting a 

character is one that is inherent to the sport of lucha libre, a facet that has yet to be 

addressed at length.   

 Chapter one of this study involves a comparative analysis of Carlos Amorales’ 

lucha libre works.  My argument is that Carlos Amorales adapts his performances 

depending on the location and anticipated audience.  As the majority of the scholarship 

on Carlos Amorales comes from those who have witnessed a single event first-hand, my 

approach differs in that I am looking back on these performances through videos and film 

stills.  No prior text has examined these works in relation to one another; here, I analyze 

each instance as to what physically took place, its reception, and how both change from 

one venue to the next.  I also apply a critical framework relating to theories of the 

spectacle as a means of linking this work to a broader art historical tradition. 

 The second chapter surrounds the social history of lucha libre.  I posit that 

clarifying the sport is necessary for a critical interpretation of Amorales’ series.  The 

sport as an establishment and its influence on popular culture play key roles in his work 

and often what is mistaken by historians as the artist’s invention is in fact inherent to 

lucha libre’s rules and traditions; for example, the masked wrestler is merely one facet of 

the sport.  I define where the art and the philosophies of lucha libre overlap and diverge 

in Amorales’ work.  Examining the social history of the sport alongside an investigation 

into lucha libre’s rules and traditions, I initiate a critical reaction to the discourse on 

Amorales’ work that takes up the theme of wrestling.  Theoretical ideas of sports 

reception between the Americas will also contribute to this argument, as will Roland 

Barthes’ essay “The World of Wrestling,” which discusses the semiotic relationship 

between wrestling and its audience. 25 

 Lastly, in chapter three, I will be using a semantic framework to propose a new 

way of reading Amorales’ work.  Because the artist’s spectacles lack a binary 

interpretation (what it is and what it isn’t), I propose a different theoretical model to 

                                                
25 Roland Barthes, “The World of Wrestling,” trans. Annette Lavers, Mythologies (New 
York: Hill and Wang, 1972) 15-25. 
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highlight this notion.  E-prime, a form of English that does not use the verb “to be,” 

allows for a greater understanding of an object or one’s relation to an object.  Under E-

prime, nothing is said to “be” anything; the object being discussed simply “appears” as 

something, negating any fixed understanding of it.  Because Amorales’ performances are 

constantly being reworked and adapted, there is no fixed interpretation nor is there a 

singular object; the binary viewpoint has been removed and the work never “is” or “is 

not,” as it relies on the audience to complete the work, and every member of the crowd 

brings a new viewpoint to consider.   

 A critical and investigative analysis of Carlos Amorales’ lucha libre works and a 

correct interpretation of Mexican professional wrestling as it pertains to his art will begin 

a discourse that reflects the works more accurately.  However, I previously mentioned the 

inability to pin down an exact interpretation for this series, a factor that seems to surround 

all of the work Carlos Amorales has created.  This notion can be further explored with the 

use of this relatively unknown semantic framework; E-prime allows for the simultaneous 

validity of each viewer’s interpretation, as Amorales’ work continuously evolves and 

involves each and every spectator to bring the event to life. 
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CHAPTER ONE 

CARLOS AMORALES, LUCHA LIBRE, AND THE CROWD-AT-HAND 

 

 This chapter investigates how Carlos Amorales presents his wrestling 

performances to the intended public and how the audience receives them.  I argue that the 

artist adapts these works depending on the expected audience and anticipated locale.  

Thus, there is no pervading interpretation for Amorales’ live lucha libre works; instead, 

these works can be identified as continually revolving, each time relying on the setting 

and spectator to reshape them.  In order to bring this argument to fruition, I assess a 

variety of criteria.  First, I define the two types of audiences to whom Amorales presents 

his work: the art world and the lay lucha libre spectator.  Understanding that there are 

two disparate parties witnessing these live events is essential to interpreting Amorales’ 

practice, as his work is shown in incongruent locations.  Second, I set myself in 

opposition to most scholars and critics who have written on Amorales’ work by 

evaluating Amorales’ performances side by side and analyzing what physically took 

place and changed over time, which no author has done before.  Third, I compare and 

contrast the fundamental physical actions of the performances along with the audience 

present, the location, and the accompanying media coverage, assessing how these factors 

affect a viewer’s reception.  Last, I argue that Carlos Amorales’ live events are not in fact 

“performance art”; instead, these works should be considered spectacles, according to the 

theory propagated by Guy Debord.26  Using both RoseLee Goldberg’s and Kristine 

Stiles’ definitions of “performance art,” I differentiate between “performance art” and 

“spectacle” and argue that Amorales’ artwork belongs to the spectacular realm.27 

                                                
26 Guy Debord, The Society of the Spectacle, trans. Donald Nicholson-Smith (New York: 
Zone Books, 1995).  Throughout this thesis, the phrases “performance art” and 
“performance artist” will be remain in quotations as to differentiate them from the term 
performance, which should be understood here as merely a synonym for a live event. 
 
27 RoseLee Goldberg, Performance Art, World of Art Series (London: Thames & 
Hudson, 1988) 7-9.  Kristine Stiles, “Performance,” Critical Terms for Art History, eds. 
Robert S. Nelson and Richard Shiff, 2nd ed. (Chicago: University of Chicago Press, 2003) 
75-97. 



 13 

 

Defining the Audience in Two Parts 

 
 Carlos Amorales’ work has reached a broad variety of spectators; from lay 

museum visitors to elite art world critics, to fellow contemporary artists to lucha libre 

fans, all at some point have witnessed a live event by the artist.  I would like to divide 

this large group into two parts: the art world and the average spectator (who could be a 

lucha libre fan, an average museum attendee, or both).  For my purpose, the popular 

spectator should be understood as a middle to low-income person with little-to-no 

background, education, or formal understanding of art as a subject.28  By contrast, a 

“cultivated” art spectator has a greater appreciation and understanding of contemporary 

art.  Defining the international contemporary art world as a separate viewing body will 

clarify why Amorales presents his work in varying ways. 

 The art world is a collective of artists, dealers, buyers, non-peer reviewed 

magazine writers, would-be critics, and curators who tend to co-mingle across the globe 

several times a year.  It is a world branded by fashion, parties, and, often impulsive, art 

buying.  The art fair, a multi-day, large scale exhibition of galleries and their work, is the 

group’s collective meeting place, which takes place more often than not in a variety of 

locales spanning the entire globe: Miami in December, Madrid in February, New York in 

March, Basel in June – a city with the appropriate ambiance dictates the when and where.  

As Jerry Saltz has written: “In reality art fairs are adrenaline-addled spectacles for a kind 

of buying and selling where intimacy, conviction, patience and focused looking, not to 

mention looking again, is essentially non-existent.”29  In essence, art fairs are rarely about 

the artworks themselves.  Instead they have become “one-stop shopping. The mall 

experience…fashion, parties and fun all wrapped into one.”30  The majority of people 

participating in such events are there to make fast cash or be seen – maybe even both.  

But again, no one is really present for the purpose of contemplating art; they are there for 

                                                
28 Further exploration into the sports fan and common spectator will take place in chapter 
two. 
 
29 Jerry Saltz, “What are art fairs for?,” Modern Painters Mar. 2005: 22. Italics are the 
author’s emphasis. 
 
30 Qtd. in Saltz 22. 
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the marketplace.  As gallerist Michele Maccarone has mentioned, “fairs are sickening but 

I couldn’t run my gallery without the money I make there.”31  

 This is the world from where the majority of Carlos Amorales’ audience and 

criticism comes.  Considering this audience alongside the above description leads to an 

understanding of whom Amorales caters to.  He does not need to be written into the 

history books, nor does he need a job as a collegiate instructor.  Rather, Amorales needs 

an invite to the party, a ticket to the fair.  If his work is not present at these events, 

whether physically or via cocktail chatter, he sells nothing and is no one.  Therefore, 

Amorales’ work is not intended for art historians or critical thinkers or even for himself; 

his audience is the art world.  And if the art (the party) is in San Diego (inSITE 2000-

2001), the art world is there.   

 

Examining the Discourse 

 

 As I have mentioned, the majority of scholarship written on Carlos Amorales’ 

lucha libre works comes from authors who actively participate in the art world circuit.  

These authors have, most often, witnessed a performance in its live form and are writing 

criticism of the work that blurs the line between “how much fun it was” and artistic merit.  

The Parkett editions on contemporary art include texts with this very purpose: 

 In every edition of Parkett, two cumulus clouds, one from America, the other 

 from Europe, float out to an interested public.  They convey individual opinions, 

 assessments, and memorable encounters – as entirely personal presentations of 

 professional issues.32 

Christian Rattemeyer’s text on Carlos Amorales’ lucha libre works comes from this 

section of this publication.  It is not objective criticism nor is it a scholarly contribution.33 

 Carlos Amorales’ own book, –los Amorales, features four essays from authors 

who have witnessed his performances.34  Each contributor, Patricia Ellis, Rein Wolfs, 

                                                
31 Qtd. in Saltz 22. 
 
32 Christian Rattemeyer, “Method Masking,” Parkett 63 (2001): 181. 
 
33 Rattemeyer’s text is further discussed in chapter two. 
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Philippe Vergne, and Cuauhtémoc Medina, approaches the work from his/her own 

perspective and art background.  For example, Rein Wolfs not only was present for the 

performance at the Migros Museum in Zürich (1999), he organized the event as the 

museum’s director.  His analysis of the performance is as follows, under the subheading 

“Now Everything Happens Fast”: 

 Off come the jackets.  The work of art enters a decisive phase.  What follows is a 

 compelling spectacle full of theatrical moments and brutal action.  Cautious 

 exploration and dynamic aggression, composure and speed, and above all, 

 flexibility.  Now Amorales seems to be winning, and now it’s Amorales.  

 Emotions run high among the public – the masked faces of the wrestlers betray 

 very little.  Almost mechanically, but within a strict choreography, Amorales and 

 Amorales play their game.35 

Little can be gleaned critically about Amorales’ work from this text; it attempts to relay 

the awesomeness of being there and watching the event, as if witnessing Amorales’ live 

lucha libre bouts leaves one spellbound and unable to criticize. 

 Having seen Amorales’ presentation at the Centre Georges Pompidou in Paris 

(2000), artist and critic Patricia Ellis attempts an interpretation that encompasses Carlos 

Amorales’ entire artistic investigation using lucha libre.   

 [V]ia his alter-ego he’s finding his own parallel road to self-discovery… 

 Amorales is learning: if you search hard enough for your heroes, and your heart is 

 pure, you just might discover that you’ve got what it takes to become a legend 

 too.36 

But what exactly does this infer about Amorales’ artwork?  Ellis makes no point of trying 

to critically discuss the lucha libre works of the artist in her text.  The author likens the 

artist’s inquiries to a boy’s journey to adulthood.  Surmising Amorales’ work, Ellis 

concludes:  

                                                                                                                                            
34 Amorales – los Amorales, n. pag. 
 
35 Wolfs n. pag. 
 
36 Ellis n. pag. 
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 Amorales has found that he is part of what he’s been searching for all along: an 

 admirable state of Manliness.  A person strong enough to be a warrior, righteous 

 enough to be a super-hero, and cool enough to be a Mexican…Carlos Amorales is 

 lionised.37  

It would seem that witnessing these live events leaves the viewer not only unable to 

criticize but also foggy as to the reality of his entire artistic practice.  Carlos Amorales is 

not a celebrity, but maybe the smoke and lights of a crowd-filled locale create this idea in 

the viewer’s mind.  But when one sees “Amorales” being beaten-on in the ring, is the 

ability to objectively draw interpretations lost?  Can one make detached conclusions 

about an artist’s work when it is (literally) defeated for a crowd? 

 My analysis of Amorales’ lucha libre series comes after these events took place.  

By referring to video footage, film stills, and photographs from the matches, I will 

analyze, side-by-side, varying matches and how they unfolded.  An in-depth analysis of 

presentations made in Europe’s museums, a ballroom in the United States, and a lucha 

libre arena in Mexico will lead me to argue that Carlos Amorales creates his events with 

the intention of adapting them for the differing audiences and locations.  Having not 

witnessed any event first-hand, my conclusions come directly from documentation and 

are in no way blurred by the aura of the arena and all that it encapsulates.   

 

Analysis of the Events 

 
 Approaching Amorales’ staged live matches after the events took place allows for 

a comparative analysis of the works in relation to each other and supports my argument 

that the artist changes his presentation according to the viewing body and setting.  His 

first live bout took place on November 7, 1999 at the Migros Museum in Zürich as part of 

the group exhibition “Peace.”  Photographs from this event reveal that a wrestling ring 

was erected inside the museum space, and a crowd of art world participants gathered to 

watch the match.  The artist himself did not participate in the fight, and it is unclear what 

role in the event he assumed.   

 It is difficult to determine the exact logistics of the event without video footage; 

however, it does seem that Amorales’ presentation took the form of two parts.  The first 

                                                
37 Ellis n. pag. 
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was a bout between “Amorales” and “Amorales” with a third “Amorales” acting as 

referee (Fig. 2.1).  Whether or not a winner was declared is both unknown and 

subsequently unimportant, as “Amorales” would have been declared the winner in either 

case.  The second match pitted “Amorales” against professional wrestler El Sátanico.  

Again, photographs do not highlight the winner of this wager, but they do project 

“Amorales” in a state of defeat with his mask ultimately being torn (Fig. 2.2).38  An 

image does show that the artist had a “Fanzine” pamphlet, similar to a program one 

receives when attending a service or theatre event (Fig. 2.3), printed for the audience 

members, which acts both as a playbill for the event and as a souvenir that can be 

autographed by the wrestlers. 

 Almost one year later on November 12, 2000, Amorales presented his work Au 

dela du spectacle at the Centre George Pompidou in Paris, France.  The event took place 

once again in a museum setting but this time in a much larger and widely visited art 

space.  The crowd consisted of art world types, young adults, students, and people with 

children. Viewing video footage alongside documentary photographs, two separate 

matches have seemingly taken place here.  The first is “Amorales” versus “Amorales,” 

which is not included in the video footage I have seen (Fig. 2.4).  Photographs do not 

show a referee, which wrestler won or lost, or even if a victor was declared.  The artist 

himself is present, wearing similar clothing to the “Amorales” fighters, but not wearing 

the character’s mask.   

 In the second bout, documented on film, “Amorales” faces off against El 

Sátanico, who is declared the winner.  Having defeated “Amorales,” El Sátanico takes the 

mask of “Amorales,” wipes his sweaty brow with it, and holds it up for the camera and 

crowd in a menacing showcase of victory (Fig. 2.5).  He then signs autographs for 

audience members.  “Amorales” leaves the ring but is caught on camera calling for a 

rematch with the victor.  At the bout’s conclusion, fast-paced dance music blares through 

the speakers; the only lyrics are the sporadic vocalization of the character’s name 

(“Amorales”).  This soundtrack has clearly been made for the artist, and by playing it for 

the crowd, it projects a sense of celebrity.  Hearing the character’s name via a separate 

medium (in this case, music) creates a false sense of recognition for an audience member.  

                                                
38 The symbolism behind the torn mask is further explored in chapter two of this study. 
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His name (and assumed legacy) exists outside of his physical form, and one does not 

immediately think this music was created by or for the artist.  With a larger, more diverse 

crowd in attendance, Amorales’ live event has grown to incorporate more entertaining 

factors; the pompous, grizzly victor parading around triumphantly to the arena music was 

most certainly choreographed for wider audience appeal.  However, the audience reaction 

he hoped for is not present; the artist’s work and the match’s conclusion did not garner 

loud applause or expressive vocalizations.  In fact, in the video, the crowd seems more 

confused than jubilant. 

 Amorales’ next match took place at inSITE 2000-2001, an “international 

exhibition”39 that unfolded between institutions in San Diego, California and Tijuana, 

Mexico and included many participating artists.  This recurring event begins by hosting 

two-year artist residencies that culminate into a larger exhibition that takes place every 

other year.  Carlos Amorales had two live presentations during this exhibition: one in 

Tijuana, and the other in San Diego.  Illustrating the discrepancies between these two 

events fully supports my argument that the artist adapted his presentation according to the 

location of the event and the crowd expected to attend. 

 The first lucha libre event unfolds in Tijuana at the Auditorio de Tijuana on 

January 19, 2001.  This time, Amorales’ work is not presented in a museum setting; it 

comes to life under the lights and smoke of an actual lucha libre arena.  The event is 

billed as part of a night of actual professional fights in the lucha libre circuit.  Posters 

relaying the event and a traveling advertisement on the side of a truck that simultaneously 

announces the matches through the streets are the forms of media attention given to this 

presentation (Fig. 2.6).  Amorales is attempting to lure in common spectators, Mexican 

lucha libre fans, to see his work. 

 With this event, there is no opening bout between two “Amoraleses.”  Instead, 

“Amorales” and “Amorales” are a tag team that squares off against another team 

consisting of El Sátanico and El Ultimo Guerrero (“The Ultimate Warrior”), both of 

whom are well-known professional luchadores to this crowd.  However, this is only one 

of four scheduled bouts.  The others are not artworks, they are real fights within the lucha 

                                                
39 Osvaldo Sánchez and Cecilia Garza, eds., inSITE 2000-2001: Parajes 
Fugitivos/Fugitive Sites (San Diego: Installation Gallery, 2002) 22. 
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libre circuit (for example: Perro Aguayo, Rayo de Jalisco, and Villano III versus Cien 

Caras, Universo 2000, and Mascara Año 2000).  The event’s ticket doubles as one’s 

chance in a raffle to win a car.  The evening is guaranteed to bring in actual lucha libre 

fans along with art folk traveling from San Diego to witness the performance. 

 From the start of the video, it is clear Amorales’ work is not attempting to be 

understood as art.  Upon entering the arena, in a cloud of smoke amidst strobe lights, the 

two “Amoraleses” appear, with a third masked “Amorales” alongside them (Fig. 2.7).  

The announcer proclaims the “Amoraleses” to be luchadores from Holland, and the event 

unfolds as a bout between Holland and Mexico to see which country’s wrestling is “the 

best in the world.”40  The non-wrestler “Amorales,” the artist himself dressed in 

character, takes the microphone from the announcer and introduces his “creation,” the 

“Amorales” fighters (Fig. 2.8).  This introduction is a vague one, with the artist 

proclaiming, “I exist, my creation exists…[from] the best museums….”41  Amorales 

never once mentions he is an artist or that this is his artwork; instead he only states that 

the wrestlers are his “creation.”  This masking of the truth is not an oversight; the artist is 

trying to avoid relaying to the lucha libre fans that his event is staged.  Audience 

members from the art world understand what is being implied with the word “creation;” 

the fans do not. 

 The opposing tag team emerges under the same smoke and lights, and the fight 

begins.  The match is a three-round bout to declare the winner.  El Sátanico and El 

Ultimo Guerrero win the first round (Figs. 2.9, 2.10).  “Amorales” and “Amorales” take 

the second.  After the second round, the same music from the Paris event plays on the 

sound system with the name “Amorales” periodically reverberating throughout the arena.  

Round three begins, and “Amorales” and “Amorales” win the match.  Both parties exit.  

No masks are torn, and no victory speech or angry protests for a rematch ensues.  In 

essence, the fight ends rather anticlimactically. 

 What is most interesting about this event is the disinterest from the crowd and the 

seemingly disorganized nature of the fight.  The artist has clearly determined the outcome 

                                                
40 My Way, by Carlos Amorales, DVD, 2001. 
 
41 My Way. 
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of the match beforehand, and all the players in the game know this, including the referee 

(who is an actual referee in this match, unlike the previous presentations).  However, it 

becomes apparent that the fighters grow tired of staging a battle.  After a few minutes of 

tumbling around with no one fighter clearly prevailing over the other, the wrestlers pause 

and look to the artist for direction.  It is evident that a staged match can never really look 

like a just fight – neither luchador knows how to “pretend” realistically without trying to 

overcome the other.  What the audience is left with is a series of jumps and slams that 

resemble a gymnastic routine.  The crowd does not react; the fight is boring to watch 

(Fig. 2.11).  When the wrestlers realize they are not entertaining the crowd, they turn to 

Amorales for answers (Fig. 2.12).  This happens episodically throughout the match, 

causing crowd members to yell at the artist to stop interfering.  The crowd realizes that 

his presence prohibits a real fair fight.   

 However, these spectators have not been told this is art, so the fight comes off as 

an uneventful, disappointing wager.  Whenever an “Amorales” fighter appears to have a 

successful stunt, the artist cheers, trying to get the audience to chant “Amorales” 

alongside him.  Once in awhile some girls chant along (and who knows if they are fans or 

art world “groupies”), but generally the artist hears a “Shut up, asshole!”42 from the male 

spectators in response.  When the winners leave the stage, after some egging on from the 

artist and his comrades in the crowd, the audience lets out a limited cheer.  No one is 

impressed.  People seem disappointed.  As the “Amoraleses” exit, a middle-aged woman 

yells at them to play by the rules next time.  In fact, the fans react more positively to the 

camera crew recording them than to the fight itself. 

 The scenario is, of course, different for the accompanying inSITE match in San 

Diego.  The event takes place on January 20, 2001 at the Wyndham Emerald Plaza Hotel 

ballroom.  This time the audience is the art world; perhaps the viewers had to RSVP, as 

the round tables are set with table settings and have numbers on them, implying a seating 

chart of sorts (Fig. 2.13).  Men are in black-tie; women wear their biggest diamonds.  

Dinner is served, and the presentation begins (Fig. 2.14). 

                                                
42 My Way. 
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 There are two matches, each consisting of one bout.  The first is “Amorales” 

versus “Amorales” with a third “Amorales” acting as referee (Fig. 2.15).  The artist wears 

the mask too, walking the room in his managerial role.  Again, photographs do not reveal 

any prevailing winner, and the crowd remains stagnant.  However, with the second 

match, “Amorales” is pitted against El Sátanico, and the two end up tussling outside of 

the ring on the ballroom’s floor (Fig. 2.16).  People jump up from their tables and cheer 

for the fight – this staged rumble entertains them.  In the end, “Amorales” prevails, even 

though El Sátanico partially tears his mask (Fig. 2.17).  Some ask the wrestlers for an 

autograph with the program for the event (Fig. 2.18).  The music of Silverio, quite 

possibly the creator of Amorales’ custom-made audio track, plays on.  The presentation 

ends in drastic contrast to the fight staged the night before in Tijuana. 

 After the disappointing reaction from the crowd in Tijuana, Amorales presented 

his live lucha libre bout in museums from now on through the project’s end.43  The 

Amorales vs Amorales: Challenge 2003 is played out in London, San Francisco, and 

Berlin.  Though I have not been able to obtain footage or documentation in any form of 

these events, I assume they follow the same trajectory, with variation, of pitting 

“Amorales” against “Amorales” and are most definitely intended for the art world and 

any interested persons who were made aware of the event.  It has become evident that 

Amorales modifies his performances each time, altering the match itself, its outcome, and 

how it is perceived depending on the crowd and locale.   

 

“Performance Art” or Spectacle? 

 
 Having analyzed Amorales’ live events, the notion of whether these works 

function as “performance art” or as spectacles needs further clarification.  Defining the 

central aspects of each brings attention to the artist’s own intent; whether or not he aims 

to make a statement or gather a crowd creates a conflicting artistic intention.  RoseLee 

Goldberg, author of Performance Art: From Futurism to the Present, lends to this 

discussion a definition of the medium of “performance art:”  

 Performance has been a way of appealing directly to a large public, as well as 

 shocking audiences into reassessing their own notions of art and its relations to 

                                                
43 The exception was one bout staged in a popular theatre. 
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 culture.…Unlike theatre, the performer is the artist, seldom a character like an 

 actor, and the content rarely follows a traditional plot or narrative.44 

Considering Amorales’ work in relation to Goldberg’s definition almost immediately 

negates his events as “performance art.”  The artist’s performances never involve Carlos 

Amorales as himself, not to mention that the artist has lent his name to the character 

“Amorales.”  Also, his live matches seemingly follow a traditional narrative: good versus 

evil, a topic discussed in chapter two, which is in direct contrast with Goldberg’s 

statement.  However, it could be argued that Amorales’ performances do lend themselves 

to this medium because they do appeal to a large public in their various manifestations.  

Also, for the art world, these works do allow for a reassessment of the role of art and its 

relevance to culture by way of the works assuming the role of a sport.  However, 

Amorales’ works do not appear to be “[l]ive gestures…[that are] used as a weapon 

against the conventions of established art,”45 which further acts against the classifying of 

these works as “performance art.”  The artist is not using the live presentation to make a 

critique of art as an institution, nor does the work involve any overt socio-political 

commentary.  “Performance art” traditionally acts out against an established mode of 

being or thought; with Amorales’ work, this is not the case.   

 Goldberg’s definition does provide useful introductory insight into delineating 

Amorales’ work as “performance art;” however, further exploration allows for greater 

clarification.  Kristine Stiles has worked extensively on “performance art” and offers a 

further theorization of the medium: 

 Performance operates through representation and presentation, and therefore 

 may be understood as an aesthetic discourse on what it means “to be.”  In 

 performance, artists present and represent themselves in the process of being and 

 doing, and these acts take place in a cultural context for a public to witness .46 

                                                
44 Goldberg 8. 
 
45 Goldberg 7. 
 
46 Stiles 75.  Italics are the author’s emphasis. 
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Carlos Amorales’ events do take place “in a cultural context for a public to witness” but 

negate Stiles’ notion of presentation and representation.  The artist is presenting a 

representation of himself, specifically the luchador “Amorales” with these works, but the 

artwork does not involve the artist as the subject of such actions.  The subject of the work 

is lucha libre as a sport, which does not allow for the artist to exist in “ the process of 

being and doing” because the artist as himself cannot exist in this realm.  In order to take 

part in lucha libre, one must take on a persona, a character, which would seemingly 

oppose the fundamentals of “performance art.”47  With this in mind, it is safe to assert 

that Carlos Amorales’ live lucha libre bouts do not figure within the existing definitions 

of “performance art.”   

 Viewing Amorales’ live events as a spectacle, however, does have more 

resonance.  Guy Debord’s The Society of the Spectacle invites a theorization of 

Amorales’ work as such.  The author’s definition of the spectacle is inseparable from the 

discourse on commodity culture and capitalism that stems from the writings of Karl 

Marx.  For Debord, modernization and the economic fetishization that follows create a 

spectacle that corrupts and seduces the public.  This results in social organizing that 

centers on the material nature of modern society.  The public, in turn, becomes unified 

through capitalism, which leads to the alienation of those who have not followed suit or 

are unable to benefit from the new system.  This separation is not born out of an 

individual’s ideology but instead is seen as a consequence of the spectacle, according to 

the author.    

 Debord’s viewpoint that the spectacle is a negative phenomenon, in that the book 

“was written with the deliberate intention of doing harm to spectacular society”48 plays 

an important role in my argument that Carlos Amorales adapts his live events for the 

audience and location.  The artist’s product is neither “spontaneously improvised, [n]or 

rehearsed over many months”49 as in Goldberg’s definition of “performance art.”  It 

                                                
47 The notion of “to be” is also deserving of considerable attention, which is the focus of 
chapter three. 
 
48 Debord 10. 
 
49 Goldberg 8. 
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seems almost that his matches are a combination of Goldberg’s two statements, in that 

the works are spontaneously rehearsed and manipulated.  This would suggest an 

adaptability to the audience by the artist.  However, with this adapting, the artist is 

making public that he is aware that there are distinct viewing bodies, which are not 

united, that he needs to cater to.  This tailoring of his performances results in an overall 

viewing audience that is not unified in its experience: no one viewing body has witnessed 

or experienced the same or similar event(s) as others.  Audiences become alienated from 

one another, which results from the artist’s actions, not their own perceptions. 

 Amorales’ live bouts demonstrate “a social relationship between people that is 

mediated by images,”50 in that, the artist does not allow for an open interpretation of his 

presentations; instead, he presents a representation to be gleaned uniformly by all.  

Because Amorales’ live matches are spectacles, which are “NOT a collection of 

images”51 to be viewed openly, according to Debord, there is no way to penetrate the 

work and decide its intent or arrive at a conclusion.   Because Amorales’ performances 

lack a central interpretation, I find they lend themselves to the following words by 

Debord: 

 [A]ny critique capable of apprehending the spectacle’s essential character must 

 expose it as a visible negation of life – and as a negation of life that has invented a 

 visual form for itself.52 

Considering a critique of Amorales’ work by Jens Hoffman that posits that the artist 

“decenters his own body in the performance in order to break the authority of his 

presence,”53 Debord’s aforementioned idea is illuminated.  Hoffman states that Amorales 

removes himself from the central action as a way to break his role as artistic creator.  In 

breaking from this role, Amorales is negating his own presence, instead inserting himself 

                                                                                                                                            
 
50 Debord 12. 
 
51 Debord 12. 
 
52 Debord 14.  Italics are the author’s emphasis. 
 
53 Jens Hoffman, “Aperto Performance,” Flash Art 49 (2000): 51. 
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back into the ring by way of lending his name to the “Amorales” character.  In doing so, 

he also dismisses the role of the artist.  Thus, Carlos Amorales undermines the messages 

and intentions of all artists, more importantly, the work of the “performance artist.”  In 

essence, Amorales’ decentering is a “negation of life” and a negation of the artmaker, and 

his creation of the luchador is, in fact, a visual form of this very negation because the 

luchador exists only in name. 

 Amorales’ attention to conducting his works in a way that speaks to a specific 

audience can also be interpreted through the words of Debord.  The author’s notion that 

the spectacle “lies in the world’s loss of unity”54 is especially relevant considering the 

artist himself recognizes this very idea.  This “loss of unity” is the understanding that the 

world, in this case, the viewing public, is broken into two sections: a superior world and 

its lesser counterpart that is utilized to make an example out of its less-than-superior 

status.  Because Amorales distinguishes that a show for the art world would not have the 

same resonance with common spectators, he is highlighting this “loss of unity.”  The 

artist is creating works that seemingly bring this division of the viewers to the forefront 

once studied alongside one another, which is explicitly visible when comparing his two 

inSITE 2000-2001 events.  Continuing with Debord: 

 The spectacle divides the world into two parts, one which is held up as a self-

 representation of the world, and is superior to the world.  The spectacle is simply 

 the common language that bridges this division.  Spectators are linked only by a 

 one-way relationship to the very center that maintains their isolation from one 

 another.  The spectacle thus unites what is separate, but it unites it only in its 

 separateness.55 

This explains Debord’s notion of “the world’s loss of unity,” which I have interpreted for 

the purposes here as the separation between the art world’s superiority and the spectator’s 

“lesser” world.  With the prior analysis of Amorales’ live bouts in mind, Debord’s text 

firmly characterizes the artist’s work.  His lucha libre matches are spectacles and should 

be considered accordingly.  As spectacles, they offer a world in two parts: one that is 

                                                
54 Debord 22. 
 
55 Debord 22.  Italics are the author’s emphasis. 
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superior (the art world) and one “held up as a self-representation” (the common 

spectator).  For example, in presenting the “Amorales” versus “Amorales” scenario to the 

art world at inSITE 2000-2001 in San Diego only, which projects the false reality that an 

intellectual investigation from its viewer is necessary, Amorales is relaying the notion 

that the art world can decipher higher thought and the lucha libre spectator cannot.   

 When Amorales takes his art to the Mexican public, he makes sure to include in 

the spectacle popular luchadores.  In an art world setting, such as a gallery or hotel, 

Amorales tend to wrestle “Amorales” against “Amorales,” which speaks to the notion of, 

in psychoanalytic terms, the battle of the id versus the ego.  The audience understands 

this meaning because they have come to know lucha libre through an outlet outside of its 

natural setting.  As I have shown, this art world show is not brought to the Mexican 

arena, and using Debord’s model, it is because the lay lucha libre spectator is not part of 

the superior (art) world.  Amorales does not believe the common spectator will 

understand his art world match because they do not view lucha libre as a metaphor for 

human behavior; instead they understand it as a sport and therefore the crowd may react 

negatively to his overly intellectualized bout.  To avoid this, the artist presents the battle 

with actual known luchadores, aiming to get a positive reaction from the crowd on any 

level.  This takes place so that he will be able to take credit for merging these two worlds 

with his art and to avoid being targeted as an artist parading an exotic subject for the art 

world.  He is not interested in the common spectator gathering the same interpretation as 

the art world.  Amorales’ spectacles very emphatically embody Debord’s previously 

stated words; they “unit[e] what is separate, but…only in its separateness.”  The artist, in 

his lucha libre bouts, upholds the author’s notion that the world is divided and that there 

is a superior faction present within this division.  This could be avoided by presenting the 

same work to both crowds and prefacing each with an artist’s statement, one that 

emphasizes what the artist is aiming to portray through his use of lucha libre as a subject.  

However, Amorales does not choose this option; instead, he carefully considers his work 

before showing it to the art world and arbitrarily throws together a performance for the 



 27 

common spectator with the hope of entertaining them.  With these actions, the artist, in 

Debord’s terms, is framing an agenda and “brings the spectacle into being.”56 

 This notion is further realized when considering Amorales’ now defunct online 

project that charted the progression of the artist’s attempt at inserting “Amorales” as a 

recurring professional wrestler into the lucha libre circuit.  Because the artist failed at 

having the Nueva Arena México adopt his wrestling persona in the professional circuit, 

he dropped the online project, as though it never existed.57  For Amorales, winning over 

the art world meant having it recognize the battle of good versus evil through lucha libre 

and the use of the double “Amorales” luchadores.  For the common spectator, winning 

within this faction did not mean bringing the audience to the same understanding as the 

art world; it meant having the Mexican fans accept “Amorales” as a professional 

Mexican luchador.  When this did not occur, the artist ceased to continue the project, 

removed the website, and seemingly abandoned lucha libre as a subject all together.  If 

“Amorales” had been picked up by the Nueva Arena México, not only would this have 

meant garnering the support of the common spectator, it would also gain him praise from 

the art world as succeeding in the elusive avant-garde ideal of merging art with life.58  

However, this did not happen; the two did not merge.  Now the artist seems to have cut 

his losses – he has already persuaded the art world with his depiction of good versus evil, 

so there is no desire to regain support from the common spectator unless it means 

simultaneously gaining favor with the art community. 

 Carlos Amorales’ spectacles have no primary interpretation due to the constant 

reworking of the actions for each presentation.  I have made clear that the artist adapts his 

artwork for each location, relying on the audience present to dictate how the work is 

received.  These notions go hand-in-hand with Guy Debord’s theory on the spectacle, 

                                                
56 Debord 37. 
 
57 A brief description of the project is mentioned in – los Amorales.  Lucha libre has 
various professional organizations that manage the wrestlers and promote the fights. 
 
58 This notion is further explored in Peter Bürger, Theory of the Avant-Garde, trans. 
Michael Shaw, Theory and History of Literature. Vol. 4 (University of Minnesota Press: 
Minneapolis, 1984). 
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which I have argued is the most appropriate model for understanding Amorales’ live 

lucha libre bouts.  My conclusions on the work mentioned above are further highlighted 

through the words of Debord in that “[t]he spectacle is by definition…inaccessible to any 

projected review or correction.”59  By categorizing Amorales’ live matches as spectacles, 

my argument that his work has no principal interpretation has come full circle; a solitary 

conclusion cannot be drawn as to the intention or meaning of the work because, inherent 

to its nature, the spectacle negates the notion of criticism.  Also, in order to assess these 

works, there must be a central interpretation in question.  In its form, the spectacle in 

general and consequently Amorales’ lucha libre works as such do not permit access for 

one to evaluate as a singular, uniform corpus; instead, they must be analyzed at each 

instance. 

                                                
59 Debord 17. 
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CHAPTER TWO 

HOW THE WEST WAS WON: CLARIFYING THE “BARBARIC” SPORT  

OF LUCHA LIBRE 

 

 I previously analyzed the execution of Amorales’ lucha libre works and the 

circumstances surrounding their presentations.  This chapter defines where the art and the 

philosophies of the sport overlap and diverge in Amorales’ work.  I argue that 

differentiating between the artist’s hand and the constructs of the sport allows for a 

greater critical understanding of his live events.  Lucha libre as an establishment and its 

influence on popular culture play key roles in Amorales’ work, and often what art critics 

mistake as the artist’s invention is in fact inherent to the sport’s rules and traditions.  

These critical texts that draw inaccurate conclusions on Amorales’ lucha libre works 

never give the sport an appropriate amount of attention.  It is true that Carlos Amorales 

uses the tradition of lucha libre as the subject of his work; however, critics and scholars 

alike have confused the subject with its tradition in the past, assuming Amorales’ 

investigation of identity, by way of the masked wrestler, was his own invention.  In their 

interpretations of the lucha libre works, critics tend to give credit to the artist for devices 

that are intrinsic to the sport instead of looking at how Amorales’ spectacles differ from 

wrestling in the eyes of the spectator.  Before continuing my inquiry into the artist’s 

work, I will outline the historical and social aspects surrounding the sport in order to 

draw an informed conclusion.  I focus my attention on lucha libre’s own history and 

surrounding entities, the popular spectator’s reception, and theorization of the sport 

through Roland Barthes’ essay on wrestling before discussing the distinctiveness of what 

Amorales brings to this series.   

 

Examining the Discourse and Lucha Libre as a Popular Phenomenon 

 

 Lucha libre is Mexico’s practiced, professionalized, and institutionalized sport of 

wrestling; however, the phrase itself literally translates as “free fight.”  The sport’s rules 

and practices differ from those undertaken by Greco-Roman wrestling, as there are fewer 
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limitations with lucha libre.60  Beginning in the mid-to-late nineteenth century with 

circus sideshows and saloon bouts,61 the sport of professional wrestling had its birth in 

Mexico in 1933 when Salvador Lutteroth, trying to break into a business that yielded 

immediate profits, formed the Empresa Mexicana de Lucha Libre (EMLL).  Lutteroth 

began holding wrestling matches, like those he had witnessed in Texas while on duty in 

General Álvaro Obregón’s army during the Mexican Revolution, in the rented Arena 

Modelo in Mexico City.  In the sport’s developing years during the late 1930s in 

downtown Mexico City, the wrestlers were foreign fighters from the United States, 

Japan, and Europe, and local Mexican fighters did not enter the ring until a few years 

later when Lutteroth sought to create Mexican wrestling idols for the crowds.62  A series 

of rules and fight styles developed within the sport that became known specifically by 

their Spanish terms, such as luchadores to designate the fighters in these matches.63 

 Becoming aware of lucha libre’s heritage as a sport that is more than seventy 

years old should begin to make one question the writing on lucha libre as mediated 

through the discourse on Carlos Amorales.  In other words, how could a well-established 

professional sport be subject to such blind interpretations when it has such a legacy?  

While I am not implying that a sport’s age is enough to hail it as the opposite of the 

                                                
60 In the Spanish language, lucha libre refers to all forms of wrestling, but due to 
Mexico’s influence on the sport, the terms have come to be associated solely with 
Mexican professional wrestling, which incorporates some Greco-Roman techniques, but 
has developed far beyond that style. 
 
61 Heather Levi, “Masked Media: The Adventures of Lucha Libre on the Small Screen,” 
Fragments of a Golden Age: The Politics of Culture in Mexico Since 1940, eds.Gilbert 
Joseph, Anne Rubenstein, and Eric Zolov (Durham: Duke University Press, 2001) 332.  
 
62 Ricardo Morales, “Entrevista de S. Lutteroth con Ricardo Morales,” Lucha Libre: 
Masked Superstars Of Mexican Wrestling, Lourdes Grobet, et al (New York: Distributed 
Art Publishers, 2005) 20. 
 
63 This is the masculine plural form of the word, the singular being el luchador.  There 
are female wrestlers in lucha libre, and they are defined as las luchadoras, or the singular 
la luchadora.  Because Carlos Amorales’ spectacles only include male fighters, this paper 
will solely consider and refer to luchadores in wrestling, and all fighters will be referred 
to as “he.”  For more information on female wrestlers see Sharon Mazer, Professional 
Wrestling: Sport and Spectacle, (Jackson: University Press of Mississippi, 1998) 117-
148. 
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crudest attractions, I am proposing that a sport with such a well-established past should 

be treated like any historical subject deserving of a researched conclusion and not as an 

undocumented, word-of-mouth phenomenon.64  With frightening implications, the sport 

has been written about as such by some critics of Carlos Amorales’ work, and, even more 

alarmingly, these ideas seemed to have been perpetuated within the scholarship.  

Christian Rattemeyer writing on Carlos Amorales presents lucha libre as a sport with 

“primordial ethics” similar to boxing or bullfighting in that the matches feature a “staged 

encounter of good and evil forces.”65  The author’s wording is not inaccurate here, and 

likewise it is not these particular phrases with which I take issue, but rather with his 

demeaning attitude.  The text contains casual tendencies trying to discredit the sport by 

making it seem like a spectacle of the third-world on “the margins of Western mass 

appeal.”66  With a tendency to be played out in “grand arenas, shabby back rooms and 

tiny market squares alike”,67 Rattemeyer’s characterization of lucha libre is deceptive to 

his readers.  In light of this, it is peculiar that Rattemeyer even chooses to align the sport 

alongside bullfighting, as bullfighting would never undergo such an attack in art criticism 

and scholarship around works like Manet’s Mademoiselle V. Meurent in the Costume of 

an Espada (1862, Fig. 3.1) or Picasso’s Corrida: La mort du torero (1933, Fig. 3.2).    

 Patricia Ellis also misconstrues the sport when approaching the artist’s work, 

informing readers of her opinions within the first ten lines, “it’s the meanest athletics 

there is… [lucha libre] is the blood-sweat-and-tears-no-holds-barred-one-step-above-

legalised-killing kind of wrestling.”68  Ellis further punctuates Amorales’ work as one 

                                                
64 Heather Levi respectfully writes on the sport of lucha libre in “Masked Media” and 
“Sport and Melodrama: The Case of Mexican Professional Wrestling,” Social Text 50 
(1997): 57-68.  Photographer Lourdes Grobet has visually documented the sport as well 
in Lourdes Grobet, et al, Lucha Libre: Masked Superstars Of Mexican Wrestling, (New 
York: Distributed Art Publishers, 2005). 
 
65 Rattemeyer 181. 
 
66 Rattemeyer 181.  
 
67 Rattemeyer 182. 
 
68 Ellis n. pag. 
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that signifies “[b]ecoming a man,” emphasizing that the artist has created a piece that 

projects an “admirable state of Manliness… [one that is] cool enough to be a Mexican.” 69  

This stereotyping approach based on the myth of Mexican machismo, unfortunately, does 

not shed light on Amorales’ artistic practice.  

 What is most fascinating about these misleading conclusions is the notion that, 

more than just a sport, lucha libre has been a popular phenomenon since the early 1950s.  

Through the proliferation of comic books and films starring luchadores in title roles, 

lucha libre became more than just a Mexican national treasure; the sport grew as a pop 

culture icon throughout Latin America.   

 Wrestlers…starred in their own comic books; the El Santo photonovel – on the 

 life and times of the most famous of all wrestlers – was the greatest 

 of…successes, running from 1953 through at least 1974 and at its peak selling 

 900,000 copies three times a week all over the Spanish-speaking world.70 

The star of these photonovels was El Santo, el Enmascarado de Plata (“The Saint, the 

Silver-Masked Man” Fig. 3.3).  Rodolfo Guzmán Huerta wrestled as El Santo for more 

than forty years, participating in over 5,000 matches, and ultimately becoming Mexico’s 

most famous luchador.  Beginning his fight career in 1935, Guzmán Huerta took on 

many wrestling personas in his early years, finally settling on El Santo in 1942.71  The 

wrestler’s popularity in the ring was spawned by the El Santo comics, and in 1958 his 

subsequent film career began with the making of Cerebro del mal (“Brain of Evil”) and 

Santo contra hombres infernales (“Santo vs. the Infernal Men”).  However, shot in Cuba 

on a strict budget, neither of these films recognized El Santo as a luchador nor referred to 

him by his name.  In 1961, the wrestler returned to cinema in Mexico, becoming a huge 

success with films like Santo contra los zombies (“Santo vs. the Zombies”).  The 

combination of horror, melodrama, comedy, and action adventure genres became the 

staple El Santo film formula and was numerously repeated with films such as Santo en el 

                                                
69 Ellis n. pag. 
 
70 Anne Rubenstein, Bad Language, Naked Ladies, and Other Threats to the Nation, 
(Durham: Duke University Press, 1998) 138.  
 
71 Doyle Greene, Mexploitation Cinema, (Jefferson, NC: McFarland and Company, Inc., 
2005) 50. 
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tesoro de Drácula (“Santo in the Treasure of Dracula,” 1968) and Santo contra la hija 

de Frankenstein (“Santo vs. the Daughter of Frankenstein,” 1971).   

 Between this time and the early 1980s, El Santo starred in over fifty cult movies, 

which eventually grew to star other luchadores as his partners against evil with films like 

Santo y Blue Demon contra Drácula y el Hombre Lobo (“Santo and Blue Demon vs. 

Dracula and the Wolf Man,” 1972, Fig. 3.4).  With these films, El Santo became “one of 

Latin America’s most popular box-office attractions”72 and inspired a variety of films that 

imitated his seemingly patented film formula.  Considering this transnational success of 

El Santo and lucha libre as a cultural phenomenon, the puzzling inaccuracy about the 

sport in the discourse on Carlos Amorales becomes even more bewildering.  If El Santo 

“achieved nothing short of iconic status in Mexican society, as important to Mexican 

athletics and popular culture as Babe Ruth is to Americana,”73 then why would lucha 

libre as an institution be portrayed in the literature on the artist as a “no-holds-barred-

one-step-above-legalised-killing” backwoods form of entertainment? 

 

Defining Lucha Libre 

 

 How is this misinformation, read in Rattemeyer and Ellis’ texts, trickling into the 

discourse?  There is no singular reason for it, nor is it my intention to uncover such a 

source; however, there are elements to these critics’ writings that can be traced to texts 

the artist himself has made available.  For example, in his artist’s book –los Amorales, 

Carlos Amorales provides a dictionary of lucha libre and “Instructions For Seven 

Wrestling Positions,” which not only serve as the bulk of Rattemeyer’s sources, but also 

share a binding with Ellis’ essay: the dictionary and her text are separated by a mere 

page.  I could conclude that Amorales is supplying his critics with the necessary 

information needed to exoticize a sport and its birthplace for an awe-inspired Euro-

American public; “no one gets all the information,”74 just scattered bits of knowledge 
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74 Melissa Brookhart Beyer, “Amorales vs. Amorales,” Tema Celeste 98 (2003): 64.  
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based on one’s association (Mexican audience, European audience, art audience, etc.).  

Just as the artist riled the public with My Way at inSITE 2000-2001 in Tijuana by 

claiming the “Amorales” luchadores were Dutch, could Amorales be manipulating the art 

world’s response via its own critical discourse?  These are not questions that need 

answers but instead serve to counter-balance the celebratory nature within the existing 

literature on the artist.  While I am not looking to fault any one person for perpetuating 

misinformation, this notion should remain when considering how lucha libre is discussed 

within Carlos Amorales’ surrounding texts. 

 What Amorales delivers and the art public sees is a fraction of the world of lucha 

libre.  With a complex set of moral codes and fighting strategies, luchadores undergo 

rigorous training to perfect their moves: “First falling, tumbling, then Olympic wrestling, 

Greco-Roman wrestling, intercollegiate wrestling, locks from jiujitsu, strikes from karate. 

Only then can you learn professional wrestling.”75  However, learning these great 

traditions does not automatically make one a professional luchador; in fact, the one major 

aspect that separates the professional from the amateur has little to do with expertise in 

physical movements.  When a luchador becomes a professional, he takes on a persona, a 

character, and no longer wrestles as himself; he now fights on one side of the morally 

coded bout between good and evil.  The characters are usually invented with the help of 

promoters, and events are planned with the intention of pitting a rudo (“bad guy”) against 

a técnico (“good guy”).  In this tradition, the técnico plays by the rules (as the audience 

knows them), and the rudo is there to break them; even the referees are often portrayed as 

being unable to keep the rudos in line.  These matches are not staged or fixed in their 

conclusions, but in actuality set out to promote the moral lesson that in order for a good 

guy to win in a corrupt world, he must never, as anthropologist Heather Levi wrote, “trust 

in authority or the rules.”76   

 Once a luchador has established his wrestling identity, what takes place when one 

wins or loses is dependent upon the specific type of bout being wagered.  Amorales’ 

spectacles come out of the máscara contra máscara (“mask against mask”) tradition, in 

                                                
75 Wrestling teacher Luis Jaramillo Martínez, quoted by Levi, “Masked Media” 330.  
Italics are the author’s emphasis. 
 
76 Levi, “Masked Media” 332. 
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which a masked man duels another masked man.  When the match has been decided, the 

winner rips off the mask of his opponent, revealing his true identity.  The disclosed 

luchador must cease fighting under the losing moniker, and if he wishes to fight again, he 

must choose a new persona.  Another form of the fight is the cabellera contra cabellera 

(“hair against hair”), where two unmasked men wage their hair, and the defeated, in turn, 

has his head shaved in the ring upon completion of the match.  Any mixing of these two 

traditions, and others, can manifest as well.  With tag-team matches, when opponents 

fight in teams of two or more, this is often the case, as both teams consist of luchadores 

with and/or without masks.  While the style of bout being waged is constantly revolving, 

an important observation in all matches is how the fighters part ways.  In the bouts I have 

seen, despite the humiliation of having one’s mask or hair removed, the opponents 

always shake hands and congratulate one another on the fight. 

 Regardless of how one wrestles, each luchador takes on a character to externalize 

in a match.  However, these personas extend outside the ring, with fighters giving 

interviews, practicing, and publicly appearing as their alter-ego at all times; if a wrestler 

wears a mask as part of this persona, he will wear that mask constantly, avoiding ever 

being seen in public as his actual self (Fig. 3.5).  The notion of creating an identity and 

subsequently shaping that identity is inherent to lucha libre, and in no way should this 

notion of filling an identity by way of wearing a mask, regardless of its character, be 

interpreted as being a product of Carlos Amorales’ work.  At the height of United States 

wrestler Hulk Hogan’s career, would we have ever seen him interviewed without his 

shredded yellow shirt?  Even now, Hogan still maintains his trademark platinum hair and 

mustache, and do we know his real name?  Likewise, luchadores are rarely known by 

their real names, and even after being revealed, often times the public prefers to 

remember them as their former selves.  This is precisely the case with El Santo, the 

legendary luchador whose tombstone features his fighting name, as well as a likeness of 

his famed silver mask (Fig. 3.6).77  The unmasking of a wrestler, as I have discussed, is 

inherent to the sport as the conclusion to a particular wrestling event; the loser is stripped 

                                                
77 El Santo is rumored as buried wearing his mask, only publicly revealing his face once 
in his lifetime when the wrestler, unannounced, removed his mask slightly on television 
days before he passed away.  
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of his idolized persona, and the character and all his accomplishments seem to vanish in 

mid-air. That having been said, after a defeat, the audience at a lucha libre match does 

not ponder the “symbolic display of the multiplicity of identities involved”78 like an 

internalized existential battle to decide who-is-representing-what.  Instead fans are revved 

by the conclusion, celebrating down the arena’s aisles or sulking at the outcome as they 

exit.  Similarly, there is a winner and loser present in each of Amorales’ spectacles.  

When considering the spectators present at one of the “Amorales” bouts, why would we 

expect this aforementioned questioning from them simply because these people are now 

witnessing “art”? 

 

The Sports Audience in Latin America and Abroad 

 

 Perhaps discrepancies between how sports are perceived and received in Latin 

America versus the same in the U.S. and Europe are at the root of the conclusions being 

drawn in the art criticism about Carlos Amorales’ use of lucha libre.  The idiosyncrasies 

of sports culture differ between borders, and while these subtleties may seem small, 

together they can form a greater assumption about a region.79  However, one thing is 

certain about most popular, and frequently-televised, sports all over the globe: they have 

the ability to rise above spectators’ social and economic standing, in that one’s class does 

not affect one’s emotional involvement with an event.  Therefore, we should not consider 

an upper crust art audience to react differently from a lower-to-middle-class spectator in 

the presence of a wrestling event, unless, of course, one is simply not a fan.  Instead, we 

should inquire about the regional tendencies of sports spectators, how these differ across 

the continents, and what implications these conclusions have on the discourse 

surrounding Carlos Amorales.  It is not just an understanding of lucha libre that is lacking 

                                                
78 Beyer 65. 
 
79 As Robert M. Levine has pointed out, it is difficult to make generalized conclusions 
about sport in Latin America, as the region is hardly homogenous.  [“Sport as 
Dramaturgy for Society: A Concluding Chapter,” Sport and Society in Latin America: 
Diffusion, Dependency, and the Rise of Mass Culture, ed. Joseph L. Arbena (New York: 
Greenwood Press, 1988) 138-46.]  I, too, understand the limitations of such arguments 
and am aware that any evidence I put forth as representative of Latin American sports 
culture may not hold true in specific instances in individualized regions. 
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in the artist’s surrounding scholarship; it is the inability to recognize the differences in the 

ways we behave as spectators that lead to inaccuracies about the sport and Amorales’ art.  

Because the artist’s work relies so strongly on lucha libre, investigation into the sport and 

the spectator’s role outside of the art context is imperative for a thorough interpretation, 

as it allows one to become aware of how both worlds, that of art and sport, come together 

in Amorales’ work. 

 Most relevant to the world of wrestling are Latin Americans’ tendencies to divert 

focus from a single athlete’s performance in favor of paying more attention to the 

symbolism of a victory.80  For example, when a rudo is unmasked, he is not looked upon 

as an individual; instead, this defeat is seen as a setback for the bad guys as a whole.  

Individual emphasis may be placed on a luchador via the merchandising of material 

goods; however, a spectator clutching a plastic figurine of luchador El Satánico is 

admitting preference for the bad guys, not necessarily admonishing an idolization for the 

wrestler himself.  Likewise, if El Satánico were to lose his hair in a match, a spectator 

would continue showing support for the rudos.  With luchadores continuously being 

defeated, if a spectator merely idolized one individual, the spectator’s interest in the sport 

would dissolve upon his defeat.    

 This scenario is completely reversed with Americans from the U.S., who emulate 

singular players and tend to be “obsess[ed] with sports statistics, especially measurable 

record achievements.”81  For instance, with U.S. football, spectators may have a regional 

loyalty to a team, but should that team be playing poorly, the blame is often placed on 

individual players, the defense, or the coach and rarely involves the actions of the team in 

its entirety.  The popularity of the Dallas Cowboys in the early-1990s could be 

inextricably linked to the individual success and public idolization of teammate Emmitt 

Smith.  In this vein, one’s regional loyalty to a team can be easily usurped by the winning 

record or the star player of another team.  Formerly a member of the Boston Red Sox, 

baseball player and current New York Yankee Johnny Damon, despite a recent switch 

from the team’s number one rival, will most probably gain overwhelming support among 

                                                
80 Levine 141.  Again, I realize that there are some stand-alone athletes in Latin America 
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Yankee fans if he performs well in the coming season.  This type of wide-ranging, 

individualized idolatry and modifications to a spectator’s loyalty would “stun and 

disorient Latin American sports enthusiasts.”82   

 The high-profiling and individual attention given to Latin American soccer stars 

may be seen as the product of European soccer clubs bidding into the millions of dollars 

for a Latin American athlete.83  An alternate suggestion may be the notion that the 

success of an individual or a team against a foreign counterpart “can stimulate national 

consciousness, pride, and unity across broad spectrums of society”84 and lead to the 

creation of sports idols.  (These are suggestions, as it would be inaccurate to say Latin 

America has never celebrated individual athletes based on performance alone.)  Much of 

this shift in loyalty is created in part by the U.S. sports teams’ method of ownership.  

Within the Latin American context, ownership is typically held by a team’s collective 

membership, in that a group of individuals, each paying a sum to claim stake, owns the 

team collectively; the teams in the U.S. are generally owned by individuals or 

corporations who are more than willing to buy and sell players or move their team in 

search of higher profits.  Unlike in Latin America, fan loyalty is neglected in these 

decisions, mainly because fan support in the U.S. can always be garnered with a winning 

streak or a standout player.  Athletic pride in Latin America is more nationalistic than in 

the U.S. and could be viewed as a product of a country winning the international soccer 

trophy the World Cup or competing in the Olympics. 

 

Theorizing the Sport of Wrestling 

 

 But what about wrestling?  What does this sport mean for fans around the globe? 

A critical approach that has relevancy to the entire viewing body would better suffice in 

discussing the lucha libre works by Carlos Amorales, as the artist has openly showcased 
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his work across the world.  Though it is hard to draw conclusions on a particular sport 

based on broad theoretical models, Roland Barthes’ essay “The World of Wrestling,” a 

text that is widely referred to in the discourse surrounding Carlos Amorales, provides a 

useful framework for analyzing the sport.  It should be noted that Barthes is writing from 

a distinctly European perspective that does not always hold true when applying his words 

to Mexico’s lucha libre, and, at times, the author defers to American versions of 

wrestling (which relate to those in the United States, not Latin America). 

 Barthes contends that wrestling is a display, a spectacle – an event where moral 

concepts are pitted against one another in a battle for justice.  The author’s understanding 

of the spectacle differs from Debord’s in that here Barthes views the spectacle as 

entertainment.  There exists no critique of capitalistic society with Barthes’ spectacle; 

instead, the author considers the spectacle similarly to melodrama, where sport and 

theatre can both lay claim and abandoning oneself to the spectacle only takes place for 

the duration of an event.  With Barthes, wrestling is not a sport, and defeat is not an 

outcome – the two combine for an “intelligible spectacle”85 in a “wrestled performance of 

Suffering.”86  The people in the crowd are able to abandon all notions of consequence and 

motive in front of the ring; they are there to see the event, not ponder it play-by-play.  

Due to its spectacular nature, wrestling allows the audience to not be concerned with a 

win or loss, due to wrestling being a “stage-managed sport”;87 rather, the public desires to 

watch a wrestler “go exactly through the motions which are expected of him.”88  This 

replaying of expected actions creates the appearance of fairness, with the rules of the 

match being the charades of a just fight, demonstrated by shaking hands and raising the 

arms.  According to Barthes’ semiotic framework, “[a] wrestler can irritate or disgust, he 

never disappoints, for he always accomplishes completely, by a progressive solidification 
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of signs, what the public expects of him.”89  Through the use of his body and face, a 

wrestler is able to convey all the emotions and signs of the wrestling spectacle to his 

audience.  This viewing body expects to see these motions played out and never wishes 

for a “logical conclusion of the contest”90 that relies on the proceedings of a match.    

 The general arguments on wrestling made by the author do hold a level of truth 

when considering lucha libre specifically, and it is these statements that are usually the 

ones discussed by critics of Amorales.  What I take issue with is not any inaccurate data 

being perpetuated, but rather that writers have used Barthes’ model to undermine the 

intellect of the average wrestling spectator.  According to Barthes, wrestling involves a 

series of significatory signs that make the sport legible.  Critics writing on Amorales’ 

work have taken this notion a step further, but perhaps too far, challenging the wrestling 

audience’s understanding of the sport.  For example, with Rattemeyer, “the 

character…appear[s] as the carrier of meaning, an operation in which the signifier (the 

athlete) is eradicated in favor of the signified (the construction of the character).”91  A 

background in semiotics is hardly essential to understanding the significatory and 

theatrical nature of any style of wrestling: a man in a flame decorated jumpsuit bearing 

the name El Satánico is hardly a complex theoretical sign signaling “bad guy.”  The same 

can be said for a luchador who is pinned to the ring’s surface by his opponent, his arms 

flailing and beating the mat to signify he is caught in a moment of painful, even possible, 

defeat: it is clear to the audience that the fighter is being dramatic, for if he was in such 

an irreversible position, the fighter would be lying there, stagnant, perhaps even gasping 

for air.  It is not Barthes’ text that discredits the spectator.  My displeasure lies in the 

elevation of Carlos Amorales’ lucha libre works to an intellectual level that implies 

common spectators are not getting the whole picture, as if art cognoscenti are able to 
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delve deeper into the complexities of wrestling (“The unmasking of an athlete, then, 

signifies the death of the character”92) due to their social and educational standing. 

 Barthes’ essay is not lost in my discussion of Carlos Amorales and lucha libre; in 

fact, at times, the author’s words do have a great deal of relevance, especially when it 

comes to the role of the spectator.  It is my opinion that to witness one of Amorales’ 

spectacles is not to undergo a great mental debate on issues of identity and, specifically, 

this constant filling of a persona.  As Barthes mentions, what a spectator thinks is 

completely irrelevant; instead, what matters is “what it [the spectator, the public] sees.”93  

How this, in turn, becomes understood by the viewer is of particular interest to me 

because I do not believe that to understand Amorales’ lucha libre works, as Rattemeyer 

has written, one must “observe the similar symbolic operations pertinent to Mexican 

wrestling.”94  Amorales is using this tradition – he is not creating works that function in a 

similar way; his work is the sport.  Rattemeyer implies that one must be familiar with the 

rules and operations of lucha libre before viewing the work, which I believe only 

discredits the hand of the artist because these “symbolic operations” are inherent to the 

sport.  When we look at the role of the spectator and what is being presented to the 

spectator in Amorales’ work in relation to Barthes’ wrestling philosophy, only then are 

we able to consider any critical inquiry the artist is making himself.  It is not Barthes’ text 

that explains any formal investigations undertaken by the artist; instead, it opens up new 

avenues of consideration by clarifying the similarities and differences Amorales’ work 

shares with wrestling. 

 Understanding what a spectator sees at a wrestling match is where Barthes’ text 

has direct relevancy to what Carlos Amorales presents.  The author’s coding of the 

wrestler’s movements as intelligible signs is pertinent to the institution of lucha libre.  In 

considering the duration of a wrestling match, Barthes posits, “in wrestling…it is each 
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moment which is intelligible.”95  However, with Amorales’ spectacles, each moment is 

not intelligible, as often a viewer is left to wonder, “What is going on here?” while 

witnessing one of the artist’s “made for the art world” events.  This is especially true 

when we look at My Way from inSITE 2000-2001 in San Diego.  In a situation where we 

have two wrestlers dressed as “Amorales” battling each other, with the referee wearing 

the same costume, what is intelligible?  For Barthes, in wrestling, “each sign…is 

therefore endowed with an absolute clarity, since one must always understand everything 

on the spot.”96  This is not the case in Amorales’ San Diego match; members of the 

audience are not being presented a series of legible signs like an authentic lucha libre 

bout.  They are not disinterested in the “conclusion of the contest”97 Barthes mentions in 

relation to the sport’s “stage-managed”98 nature (with lucha libre one knows either the 

good or bad will prevail); in fact, we are very much wondering how this match is going to 

end, mainly because we have “Amorales” against “Amorales.”  Is this a win-win 

situation, or is there something yet to come?  The same could be said about the public’s 

expectations of a wrestler.  For Barthes, “[a] wrestler can irritate or disgust, he never 

disappoints, for he always accomplishes completely…what the public expects of him.”99  

In Amorales’ spectacles, along the author’s arguments, one does not know what to 

expect, and therefore there is the possibility of disappointment and, even more relevant, 

the possibility that audience members will never understand what the artist is trying to 

convey.  These works visually take hold of the viewer like Barthes’ spectacle, but they do 

not subsequently follow the author’s criteria. 

 According to Levine, “[s]portive rituals are exotic”,100 and Carlos Amorales has 

the doubled benefit of having a subject that is exotic both because it is a sport and 
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because it is an unknown regional phenomenon to the majority of his art audience and 

critics.  This continental divide is also twofold: the critics, for the most part, are 

inexperienced in dealing with lucha libre and the cultural, regional, and social 

implications of sports.  The U.S. and European approach to professional athletics is 

highly individualized, while its counterpart in Latin America behaves, as Robert Levine 

has pointed out, in an almost opposite fashion.  With this in mind, U.S. and European 

ideas of how a spectator would react to one of Amorales’ spectacles need to be 

questioned: the excessive pondering and mental debating critics have placed as central to 

the viewer’s concerns are not synonymous with lucha libre’s regional audience’s 

reactions.  If Carlos Amorales is using lucha libre as the foundation of his subject matter, 

a Mexican subject matter, then we need to consider how a Latin American audience 

would react to such a sport in order to decipher how his art differs from an actual match.  

I say this because lucha libre is a Mexican sport first and foremost, and its traditions and 

philosophies have grown and matured in response to its Latin American audience; 

therefore, not only do prior conclusions to what the spectator takes in when witnessing 

Amorales’ spectacles seem irrelevant because they do not consider a popular sport’s 

audience, but also what lucha libre represents to the art world is flawed because critics 

have not fully investigated the sport’s heritage nor are they prepared to take into account 

how Latin Americans, Mexicans specifically, perceive and receive sports as a means of 

understanding what is taking place in Amorales’ lucha libre works. 
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CHAPTER THREE 

E-PRIME: A THEORETICAL APPROACH FOR THE MASS-

INTERPRETATION OF THE WORK OF CARLOS AMORALES 

 

  I have claimed that Amorales’ spectacles lack an all-encompassing interpretation.  

Alongside this notion, they also lack a binary explanation (what the work is and what it 

isn’t).  A theoretical model needs to be employed to highlight this notion and to make 

way for broader audience interpretation.  I have considered Carlos Amorales’ lucha libre 

spectacles in relation to the art world and sports fans, taking notice that, as Melissa 

Brookhart Beyer has mentioned, “each forms a vastly different sense of community.”101  

The museum or gallery space, filled with an art-going public, automatically sanctions 

Amorales’ spectacles as art, while a lucha libre arena legitimizes the artist’s matches as 

sport and as a representation of a cultural icon for the fan-going audience.  These two 

scenarios are vastly divided; Amorales’ alternating spectacles do not interlock many 

worlds, as Cuauhtémoc Medina has mentioned.102  While an art critic present at the 

inSITE 2000-2001 match in Tijuana, My Way, may have become “Mexmerized”103 by the 

event, fully partaking in and enjoying the spectacle to the extent of any average lucha 

libre fan, a sports enthusiast at this same event would not have had the reciprocal 

experience: in essence, the critics became popular spectators, but the fans did not 

transform into a comprehending art audience.   

 This assumption goes in hand with Medina’s assessment that Carlos Amorales, 

through his use of contemporary art’s critical and institutional spaces, “create[d] a field of 

exploration of cultural and social multilinguism”104 with his work.  The discourse 

surrounding Amorales often considers this notion of socio-cultural sharing and exchange, 

but, like Medina, who assumes both sides of the audience trade knowledge, these views 
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seemingly apply to one side only.  Presenting lucha libre in a museum setting allows the 

art audience to receive its “moral lessons,”105 making access to the spectator’s world 

readily available, but what has the common sports fan bartered for?  There is no 

simultaneous exchange of information.  The art world and the spectators’ realm do not 

intertwine; while the art critic has now accessed lucha libre’s cultural lair, the average 

fan is still lacking the key to unlock the art world.  But stating that the spectator is lacking 

the decisive strategy of an art critic implies there is a way of thinking to be discovered.  

However, with Amorales’ live lucha libre spectacles, there is no means for any supposed 

intellectual breakthrough to be had by the spectator; there is no way for a popular sports 

audience to fully grasp Amorales’ live matches as art, whether the bout is being held in a 

lucha libre arena or at a museum as a “performance [that] is free and open to the 

public.”106  The artist “has facilitated the travel of Mexican wrestlers, artists, and 

intellectuals to Europe to participate in wrestling matches, conversations, and 

conferences; and that of European and U.S. artists and intellectuals to participate in 

events in Mexico,”107 but there is no consideration of the average spectator, who is, when 

the match was executed in Tijuana, as Hans Robert Jauss would argue, “the addressee for 

whom the...work is primarily destined.”108   

 

Amorales’ Work and the Gallery Experience 

 

 The lack of mutual access to Amorales’ art is apparent when presented as live 

matches; however, would this notion still remain if visual remnants of these spectacles 

were considered?  Luckily, there are remainders of these live events: photographs and 
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video stills, which the artist has exhibited in group and solo shows around the world.  

With these exhibitions, any man or woman, members of the art audience or not, can walk 

into a gallery or museum off the street and become aware that he/she is witnessing art, 

simply because the works now resemble the format shared by many recognizable works 

of art (i.e. the work is hanging sedentarily on a wall or elevated on a platform inside a 

gallery for a period of time that exceeds that of a one-time performance; the works “look 

like” art.)  In theory, a continuously growing number of spectators can now become part 

of the art audience because they, first and foremost, have recognized the work as a 

creation by an artist – a facet not extensively present or possible during Amorales’ live 

events in Tijuana, or to an extent, in Paris.  Not only is the preliminary information not 

had by the common viewer, but even if an average spectator or wrestling fan was present 

at a live museum event, there is no guarantee that one recognized the spectacle as art 

because many institutions billed the event rather ambiguously, such as “a furious bout of 

wrestling” promised to be “as authentic as any wrestling bout could be,”109 or in another 

instance, it was simply called “a wrestling performance.”110 

 Entering the white cube may mark a person as part of an art audience, but the 

experience does not instantaneously allow the spectator access to the kinds of knowledge 

held by many members of the art world.  However, what it does allow, and, for the most 

part, initiates, is the spectator’s ability to think of the work outside of its natural 

surroundings; the spectator now considers lucha libre apart from the experience of being 

in the crowd at a live event.  Recognizing that there is an author to the image at present, 

by way of that carefully placed nameplate in the corner, and becoming conscious of the 

wrestling image away from the arena, due to its current gallery location, both illustrate 

the inherent possibility that the lucha libre spectator can come to understand the artwork 

of Carlos Amorales as such.   

 

Forms of Criticism 
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 This transition from viewer to critic is not seamless – the art audience gathers its 

knowledge not by birth, but from experience and education.  Even though the spectator 

has now been initiated as part of a larger art audience, due to his/her lack of art historical 

erudition, he/she really is not.  I am speaking specifically about how critics and scholars 

cognitively approach works of art.  The methods and ways of seeing had by the art 

audience, “the historical capacity of ‘totalization, in which [the critic]…incorporates 

impulses from the past and animates them through this very integration”111 are all 

inaccessible to the common spectator, who in his/herself is “an energy formative of 

history.”112  The lay viewer is a feasible vehicle for the creation of histories, but the fan’s 

interpretation of a work of art is accordingly uninformed, art historically speaking.  This 

is no slight to cultural experience and higher education, but instead this inability of the 

spectator to access the art audience’s methodologies for analysis should make one 

consider a way for the general public to have admission to such tools, a way to make the 

public’s perception and understanding of Amorales’ art valid.   

 Most forms of criticism, such as literary, food, and film, have today in the 21st 

century been adopted by the masses and made pertinent to the everyday conclusions we, 

as consumers, aim to draw.  The internet, it seems, has helped to proliferate this 

“everyone’s a critic” attitude, and when we want insight into the latest movie, gadget, or 

book, we often turn to our peers’ rants and raves before deciding our own course of 

action.  If criticism were bound to its age, then the current era would be the age of the lay 

critic, whose mode of production relies on the internet for publication via live journals, 

forums, blogs, and even sanctioned spaces for product reviews.  However, art criticism 

does not seem to have afforded such adoption by the lay critic.  The internet is still a 

mode of publication for art critics, but it does not contain the same “open call” 

atmosphere.  We accept as valid the opinions of everyone when it comes to other topics, 

regardless of one’s expertise.  Why have we not done the same with contemporary art?  

The work of Carlos Amorales is an appropriate stepping stone in this direction, as his 

works have purposely been unveiled for a variety of viewers in many locales.  But we 
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cannot just open the floodgates, so to speak, for we would risk a direct competition of 

criticism between the educated critic and the lay spectator.  While I am not ignoring the 

tension had between the two with other genres, the question is, how can the two factions, 

the professional art critic and the common sports fan, like the New York Review of Books 

and the Amazon.com five-star rating scale, co-exist with equal resonance? 

 A model of theorization needs to be assumed for an appropriate quid pro quo – 

the art world has received its invitation to the spectator’s realm through a popular subject, 

but Amorales’ work does not extend the reciprocal favor.  A semantic framework called 

E-Prime, a form of English devoid of the verb “to be,” would initiate such an opportunity, 

making the spectator’s intuitions and interpretations on par with those drawn up by the art 

world.  I have established that Carlos Amorales’ lucha libre spectacles have no singular 

interpretation.  At their essence, Amorales’ staged bouts lack a distinct “is” of being, in 

that the works only appear as something – there is no binary function of what the work is 

and what it isn’t.  With this consideration, the art audience’s interpretations are just 

thoughts or theories and are no different or more “correct” than the perceptions of the 

common spectator present in a gallery gazing at a video still.  Bridging these two factions 

should be a priority, with E-Prime serving as the catalyst.  If presenting a spectacle in a 

Mexican lucha libre arena legitimizes Amorales’ work as a cultural icon and sport, then, 

in turn, a means of justifying the thoughts of the common spectator as valid art criticism 

should follow.  E-Prime not only considers but also incorporates, as Jauss would say, “the 

factor of the audience.”113 

 

Understanding E-Prime 

 

 E-Prime, a semantic framework developed by D. David Bourland, Jr., is a version 

of the English language that functions without the use of the verb “to be,” including its 

forms “is,” “am,” “are,” “was,” “were,” “been,” “be,” “being” and the resulting 

contractions such as “I’m,” “we’re,” and “he’s.”114  Most often, E-Prime is utilized by the 

                                                
113 Jauss 18. 
 
114 E-Prime also negates archaic forms of “to be” as well, like “war, wert, beest, amn’t, 
ain’t.”  See D. David Bourland, Jr., “To Be or Not To Be: E-Prime as a Tool for Critical 
Thinking,” To Be or Not: An E-Prime Anthology, eds. D. David Bourland, Jr. and Paul 



 49 

sciences (mainly modern physics), mathematics, philosophy, and literature (from Ancient 

Greece, to the Bible, to Emerson)115 and, to my knowledge, has yet to be adopted into art 

historical methodology.  However, due to the significance of E-Prime to these prior 

disciplines, I find the framework to be particularly relevant to the discussion at hand.  E-

Prime aligns the interpretive considerations of both the art world and popular spectators 

alongside one another in a cohesive manner.  Because E-Prime restricts the use of the 

verb “to be,” nothing “is” or “is not;” instead, one has to uncover other words to describe 

one’s thoughts, and the resulting effect is something akin to a truce: any opinions of 

Amorales’ work are simultaneously correct and incorrect, according to the constructs of 

the language, as there is no central interpretation dictating the relativity of any 

considerations in relation to one another.  In practice, an educated art opinion and a 

spectator’s instinctual reaction to Amorales’ gallery spectacles and objects are both valid 

and invalid at the same time.  E-Prime puts my notion that Amorales’ lucha libre 

spectacles have no central interpretation into practice because a central interpretation has 

“to be” something, and that is simply not possible with this semantic framework. 

 As a student at the Institute of General Semantics in Lime Rock, Connecticut, D. 

David Bourland, Jr. held a fellowship to study with the non-Aristotelian semanticist and 

founder of the Institute, Alfred Korzybski.  During his tenure, Bourland became 

acquainted with the notion of removing “to be” from the English language, and in 1949 

he initiated a revision of a semantics paper that focused on eliminating all forms of this 

verb in his text.116  After utilizing E-Prime in his scholarship for a number of years, 

Bourland was urged to illustrate his principles for a larger audience, and in 1969 he was 
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invited to speak on the subject for the New York Society for General Semantics.  While 

Bourland initiated the E-Prime discourse, he views E-Prime as an extension of the 

linguistic ideas purported by his instructor Alfred Korzybski.  Central to these ideas is the 

“un-speakable objective level,” Korzybski’s notion that an object or feeling “is not 

verbal, is not words,”117 and the extent of this is often missed or neglected by older 

systems of language, the structure of our Aristotelian language (the synonym/antonym, 

for-every-right-there-is-a-wrong, formulation), and our semantic reactions.  When 

referring to an object, Korzybski titles this non-objective construct “the ‘is’ of 

identity.”118 

 Thus, for instance, we handle what we call a pencil.  Whatever we handle is un-

 speakable; yet we say ‘this is a pencil,’ which statement is unconditionally false to 

 facts, because the object appears as an absolute individual and is not words.  Thus 

 our [semantic reactions] are at once trained in delusional values....119 

Similarly, Korzybski also defines an “‘is’ of predication” when this non-objectivity refers 

instead to the verbalization of our feelings and/or emotions – the “predication” being the 

self-evident affirmation.  Bourland has devised a structural diagram outlining these two 

semantic usages: 

 “ a. Noun Phrase1 + TO BE + Noun Phrase2 (Identity)”120 

An example of this would be “John is a teacher.”  What does “is a teacher” tell the 

reader?  Where does John teach?  What subject?  Does he teach academics at all?  John 

could be a part-time fly-fishing instructor who also delivers mail during the week.  

Nothing in the prior sentence relates this information. 

   “b. Noun Phrase1 + TO BE + Adjective Phrase1 (Predication)”121 
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The appropriate example here would be “John is quiet.”  Is he shy?  Is he mute?  Is he 

asleep?  Is it possible John is not be making any sound because he is reading a book 

upstairs in his bedroom?  Because the verb “to be” “carries with it a huge intellectual 

momentum of completeness, finality, and time independence,”122 negating the verb’s use 

avoids this completeness, which, in turn, permits a never ending and always expanding 

breadth of possibilities – for the purposes here, these possibilities take the form of 

receptions and interpretations in connection with Carlos Amorales’ lucha libre works.  E-

Prime allows both critical thinkers and everyday spectators to avoid proposing the “‘is’ of 

identity” and “‘is’ of predication” that lead to the creation of faulty conclusions, such as 

in the case of Carlos Amorales’ lucha libre works, pervading interpretations.123  

 

E-Prime and Art Criticism 

 

  As stated, E-Prime is a critical tool for many related disciplines in the humanities 

and sciences.  Its use in art history is similarly appropriate, as E-Prime represents the 

means towards a new theoretical approach of how to view, understand, and interpret art 

objects.  Also of considerable importance is E-Prime’s approachability; this construct of 

language can be easily explained and does not rely on lofty critical knowledge for its 

comprehension.  While physical elimination of “to be” from speech and writing is by no 

means easy, the principles of the method are readily understandable and approachable.  

Because of its clearly outlined definition, E-Prime can be adapted to a variety of 

situations and scenarios and also allows for further expansion as a theoretical model.  

Bringing it to art history does both: E-Prime can be used, and will be used in this chapter, 

to demonstrate the limitless potential of an audience’s ideas or perceptions of a work of 

art and to argue for the validity of each perception, from all seeing eyes and thinking 

brains, whether they belong to educated art critics or everyday people who are museum-

goers, wrestling fans, or both. 
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 Approaching the lucha libre artworks of Carlos Amorales (the video stills, the 

installations, the live bouts) with E-Prime illuminates these works whose intention would 

otherwise go uncomprehended, due to ambiguities created by their decontextualization 

(i.e. what can we really make of a video still showcasing a man with a torn mask and 

what about a wrestling match outside of an arena?).  I have recognized that a general 

spectator at Amorales’ live lucha libre match in a professional arena would not be aware 

that this spectacle is indeed an artwork and therefore would not be able to comment on 

the work as art.  Similarly, in a gallery setting, would a spectator consider these 

spectacles art or simply as wrestling matches removed from their natural context?  These 

considerations form the foundation of an evaluation; not recognizing a work as art 

implies a critique of the work itself.  Therefore, when a viewer encounters a stationary 

work or a live event by Carlos Amorales, all forthcoming considerations and thoughts on 

these works become forms of art criticism.  However, a layperson’s remarks on a work 

are generally considered invalid because this spectator is thought (by him/herself and by 

professional critics) to lack the proper background knowledge to make such remarks.  

Because the lucha libre works by Carlos Amorales are open to multiple readings, all art 

criticism, from every level, should be welcomed.  Furthermore, E-Prime allows all 

forthcoming interpretations to be simultaneously possible and valid, as no interpretation 

reigns supreme over another because of the negation of the verb “to be.”  Nothing “is” 

anything, and everything “is” nothing.  I am not proposing a consideration of art criticism 

as a vicious circle; instead, I view the use of E-Prime in this scenario as a way to 

understand art criticism at its very core: criticism is an opinion, not a truth or fact.  When 

a general spectator fully realizes this notion, his/her thoughts become as valid or invalid 

as those of an educated member of the art audience.  I can call into question a critic’s 

response to Amorales’ work in a formal paper, and my understanding of the work is held 

with some validity, so why not the considerations of others, of everyday spectators? 

 

Using E-Prime 

 

 Illustrating E-Prime’s use in relation to a specific art object or spectacle will more 

clearly support my point and provide comparative evidence to back my claim.  Using 

Amorales’ images and accompanying catalogue text from the MIT Visual Arts Center 
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2002 exhibition entitled “tele-journeys,” one can begin to realize the discrepancies the 

“‘is’ of identity” can cause while simultaneously recognizing the validity of all 

interpretations of these works.  For example, an interpretation of the film stills published 

in the catalogue could unfold as such (Fig. 4.1 Amorales vs. Amorales (El Olympico and 

Amorales), 1990-2001 [sic]): These images appear to show a wrestling match between 

two men.  From the four still shots replicated in the catalogue, I can decipher in three of 

these images that the match took place in front of an audience.  The other image shows a 

man having his picture taken by another person with no present audience.  This image 

may represent the winner of the match because he flexes his biceps for the photographer.  

However, two other images show the photographed man as tackled by another wrestler.  

The title states “Amorales vs. Amorales,” and I do not know what Amorales looks like, 

and no image shows two people that look alike, so perhaps the title states the wrong 

information.  I know what El Olympico looks like, and he does not appear in these 

images, so why did someone include his name in the title?  The photographed man 

resembles the tackled man, and the man tackling him looks like El Satánico, but why does 

he, in one picture, hold the tackled man’s mask?  These images look out of order.  The 

artist could want to fool me by presenting these images in this way.   

 The conclusion drawn from this assessment is apparent in the last statement, but 

because the overall interpretation does not utilize the verb “to be” in any of its forms, 

none of the conclusions are concrete, nor do they attempt to be the “correct” 

interpretation; however, this assessment is simultaneously not “incorrect” because the 

analysis of the actions taking place can be visually gleaned by all (perhaps with the 

exception of who may or may not be El Olympico).  The images do appear out of order in 

terms of action, and because this appears as the work of the artist, he could want to trick 

his audience.  The man flexing his biceps does look like the “Amorales” character, and 

because “Amorales” wrestles as a técnico, the audience perceives him as the good guy, 

quite possibly, even, the real winner.  So how “incorrect” is the above interpretation?  

Because the verb “to be” has been eliminated, an assessment of Amorales’ lucha libre 

works like the one above can be both expanded upon and countered without either one 

claiming any form of truth – simultaneous validity and invalidity have been manifested. 
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 In the text to the “tele-journeys” exhibition, this simultaneity is absent because the 

authors have employed the “is” of identity and predication.  Jens Hoffman’s essay 

“Passing Silhouettes” contains elements written in E-Prime (though probably not 

purposely) and other statements written using “to be.”  When comparing and contrasting 

these two, the garnered implications of an “is” of identity or predication can lead to 

conclusions that fail to incorporate a multitude of evidence that could suggest otherwise.  

Take into account the following statement:  

 Like wrestling from the United States that has gained popularity in Europe, Asia, 

 and Africa, Mexican wrestling is an essential part of popular culture in the region.  

 Its history and traditions, however, are quite different.  Instead of being a purely 

 commercial undertaking of global proportions, Mexican wrestling is a 

 phenomenon that is closely linked to issues within small communities throughout 

 the country.124   

The use of the verb “to be” in this text negates any opposing viewpoint while at the same 

time failing to recognize several well-known facts.  For one, Hoffman states that 

wrestling “is an essential part of popular culture” for persons residing in the United 

States.  The use of the term “essential” is problematic here.  While wrestling in the U.S. 

is a large commercial industry, I hesitate before claiming the sport is “essential” to 

popular culture; wrestling in the U.S. does not have nearly the same resonance as MTV.  

Also, Hoffman states that it is wrestling from the U.S. that has gained popularity abroad, 

when in fact lucha libre also has a significant fan base outside of Mexico, namely in 

Japan and in the United States.125  Hoffman’s viewpoint that lucha libre is “a 

phenomenon that is closely linked to issues within small communities” throughout 

Mexico also represents a number of fallacies, as “issues within small communities” could 

                                                
124 Jens Hoffman, “Passing Silhouettes,” tele-journeys (Cambridge, MA: MIT Visual 
Arts Center, 2002) 8.  Italics are my emphasis. 
 
125 For information on Japanese incarnations of lucha libre see “Universal Lucha Libre,” 
Wikipedia, The Free Encyclopedia, Jan. 2006 <http://en.wikipedia.org/wiki/ 
Universal_Lucha_Libre>.  In the United States, fans have created forums online for 
discussing the sport, such as SoCal Uncensored, which has its own lucha libre thread for 
matches in Southern California and in Mexico. SoCalUncensored.com, 
<http://socaluncensored.com/board/index.php3?>. 
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be interpreted in a variety of dissimilar ways; is Hoffman implying lucha libre relates to a 

community’s material needs?  Cultural needs?  The implication is not clear.  Hoffman’s 

ideas would be more appealing if he presented them without the verb “to be,” such as his 

statement, “The wrestlers defend the ethics and moral codes of a seemingly long-lost 

time.”126  This notion presents an idea that is open to expansive interpretation without 

stating any concrete truths, unlike the former statements that can either be refuted or 

applauded, but not both.  And this negation or approval would have to include the use of 

“to be” because one is trying to re-solidify an already concrete idea, which could lead to 

further inaccuracy. 

 The use of E-Prime has emphasized how using the verb “to be” can lead to 

interpretations that in turn create a discourse that projects false ideas.  This 

misinformation could then lead to the production of scholarship that propels these same 

inaccuracies.  While the common spectator’s interpretation using E-Prime may not reflect 

the critical acuity of some scholars, there is an overwhelming favorable implication of 

these assessments: they do not make incorrect statements.  Using E-Prime allows for a 

simultaneous validity and invalidity – with every accurate remark there is a possibility for 

imprecision.  With the examples from Hoffman, only error can seemingly be gleaned; 

there is no possibility for favorable expansion, only complete revision of the statements.  

This is not the case for the remarks employing E-Prime; with these there lies possible 

expandability, which is due to the removal of the verb “to be” in all of its forms. 

 What is particularly enlightening about E-Prime and its use with the 

aforementioned examples is that this critical model allows for a larger interpretive body 

for art objects.  Because there “is” nothing being concretely emphasized, one’s viewpoint 

can always be expanded upon and proliferated by another; in essence, the discourse 

grows, and it grows to include the opinions of those outside of the art world.  E-Prime 

also allows for people without any prior art knowledge or education to make judgments 

and ask questions of artworks.  This is particularly relevant to the topic at hand because 

Carlos Amorales has unveiled his work to a broad range of people from varying 

continents and countries, including both the general public and the art world.  Therefore, 

the interpretation of the artist’s work should belong to this broad group, not solely to the 

                                                
126 Hoffman, “Passing Silhouettes” 8. 



 56 

art world, who, as I have shown previously, can put forth some erroneous perceptions of 

Amorales’ work and lucha libre as a subject.  If the work is being created for and shown 

to a wide-ranging audience, the criticism should include these bodies.  But what 

methodology can reach such a wide-ranging audience?  E-Prime appears as the solution. 
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CONCLUSION 

 

 Closing the discussion of Carlos Amorales and his lucha libre works finds me 

returning to a quote by the late Anglo-Irish author Oscar Wilde that I happened upon 

when I began my research: “One should always be a little improbable.”127  Perhaps it is 

ironic to consider the words here of an unapologetic aesthete who championed a life 

filled with objects of beauty, considering Amorales’ morally coded bouts display the 

fundamental combat of good versus evil contained within lucha libre matches.  Coming 

to understand the work of the artist as lacking a concrete interpretation lends to the 

artworks the improbability Wilde speaks of, suitably aligning the artist with the writer.  

Amorales lucha libre works always contain an atmosphere of the unknown, whether it is 

the speculation of a match’s conclusion or an all-out interrogation of what the artist is 

attempting to convey.  This extraordinary and unanticipated aspect of his art allows the 

viewer to react and interpret the work with equal uncertainty, calling into question the 

simultaneous validity and invalidity of every conclusion, critical and non-critical alike, 

that has been drawn.  Improbability could be quietly lurking in the background with 

Carlos Amorales, whether in the objects and spectacles themselves or in the scholarship, 

even if just a little. 

 Fittingly, the avenues one explores when critically undertaking an investigation 

into Amorales’ work also operate with a level of uncertainty; it seems as if the artist’s 

work could be linked to innumerable traditions within the history of art, some more 

expected than others.  Being afforded placement in the contemporary art arena allows the 

artist an overwhelming number of histories from which to derive his work while at the 

same time permitting a consideration of his art alongside other contemporary artists 

establishing their own lineage.  The artist’s subject matter and manner of presentation 

also establish a larger viewing audience.  The improbable nature of Amorales’ lucha libre 

matches does not demand the same level of background knowledge needed when viewing 

other artists’ works, allowing spectators to take pleasure in and formulate interpretations 

                                                
127 Oscar Wilde, “Phrases and Philosophies,” The Works of Oscar Wilde (New York: 
Lamb Publishing Co., 1909) 143. 
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of it without historical or formal methodologies dictating their conclusions.  I have shown 

how E-Prime has aided in validating a spectator’s response to a work alongside the 

opinions of critics and scholars, firmly establishing a theoretical model that highlights the 

inherent ambiguities in Amorales’ artwork.  So despite his championing of aestheticism, 

perhaps Wilde’s notion of improbability is more relevant to the work of Carlos Amorales 

than one may think. 

 

Symbolism and The Double 

 

 It should be of no surprise then that aestheticism’s French equivalent, Symbolism, 

may find itself at home within Amorales’ spectacles.  The words of French poet and critic 

Charles Baudelaire may provide an explanation for Amorales’ use of the double 

(specifically the Amorales vs. Amorales bouts), “…l’artiste n’est artiste qu’à la condition 

d’être double et de n’ignorer aucun phénomène de sa double nature” (“The artist can be 

an artist only on condition that he be double and not ignore any phenomenon related to 

his double nature”).128  This principle is known as dédoublement, “the doubling of the 

artist’s personality…to be at once active and passive,”129 and it appears to have direct 

relevancy to Amorales work.  In his own text, Carlos Amorales writes of this need to 

actively incorporate his life in his work while passively remaining outside of view; 

essentially, the artist creates a physical double, “Amorales,” to mediate these boundaries, 

allowing the artist to be both actively and passively the subject and object of his work.  

Baudelaire’s double functions similarly, at the same time an isolated observer and an 

involved participant.   

 Another mode of the double is the doppelganger, which references an equal 

counterpart but with menacing connotations, like an evil twin.130  And with Amorales’ 

appropriation of lucha libre’s good-guy-versus-bad-guy staging in his matches, this 

                                                
128 Charles Baudelaire, “Critique d’art,” Oeuvres completes, vol. 2 (Paris: Gallimard, 
1976) 543. For translation see Henri Dorra, ed., prologue, Symbolist Art Theories, (Los 
Angeles: University of California Press, 1994) 7. 
 
129 Dorra 7. 
 
130 Julie Charmelo, “Doppelganger: Undermining the Original,” Visual Resources 18.1 
(2002): 49. 
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notion could possibly present a clearer definition of the artist’s role in his work.  Using 

the doppelganger to relate to modes of cultural production, the real versus the novelty, 

Amorales’ lucha libre spectacles could mean to signify “a reiteration of artistic process 

and product, where production in fact represents reproduction and unique works become 

appropriated variants.”131  The subject and action of the artist’s spectacles is greatly 

indebted to Mexican professional wrestling.  Perhaps Amorales, through his use of the 

double, was openly displaying his appropriation of the sport, only to be sidelined by 

criticism and a following discourse that mistook this adoption as the implicit meaning in 

his work.  Or the artist’s use of the doppelganger could have precedence in one of 

Mexico’s best-known modernists.  Frida Kahlo’s double self-portrait The Two Fridas 

(1939, Fig. 5.1), as Hayden Herrera has mentioned, represents Kahlo’s split identity 

between two heritages.132  The figure to the right is fashioned in Tehuana costume, 

functioning as a representation of the artist’s Mexican heritage.  To the left, Kahlo depicts 

herself wearing frilly white Victorian garb, possibility standing in for her partially 

Hungarian-Jewish bloodline.133  Nevertheless, the double self-portrait speaks of an artist 

at odds with herself, clearly illustrating the duality of her identity.  Similarly, Carlos 

Amorales could be referencing Kahlo’s painting with his spectacles, demonstrating his 

own double identity as a Mexican-born artist trained in Europe, who continues to work 

on both continents.  Having debuted as a contemporary artist while in the Netherlands, 

Amorales now divides his time between Mexico City and Amsterdam, maintaining 

gallery affiliations in both cities, and even going so far as to represent Holland at the 

Venice Biennale in 2003.134 

 Amorales’ double in his work takes the form of a mask, which allows for an 

investigation of the artist’s work alongside modern and contemporary artists who also 

employ the trope of the mask.  This possible lineage could be traced to Picasso’s use of 

                                                
131 Charmelo 49. 
 
132 Hayden Herrera, Frida Kahlo: The Paintings, (New York: Harper Collins, 1991) 135. 
 
133 Herrera 18. 
 
134 Maria Luisa López, “Carlos Amorales representará a Holanda en la Bienal de 
Venecia,” Milenio [Mexico City] 7 Apr. 2003. N. pag. 
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Iberian and African masks in his work in the early twentieth century (Fig. 5.2), then to 

Surrealism in Salvador Dalí’s use of fractured heads and faces in his paintings, oftentimes 

incorporating the likeness of his wife Gala (Figs. 5.3).  Similar histories could be 

articulated surrounding Amorales’ place within “performance art,” self-portraiture, or 

depictions of the fight in art – all are equally acceptable opportunities for further 

investigation.   

 

Lucha Libre as a Subject in Mexican and Chicano/a Contemporary Art 

 

 Another avenue of consideration would be Amorales’ use of lucha libre as a 

subject in relation to other Mexican and Chicano contemporary artists.  Carlos Amorales 

is just one artist using this theme.  To my knowledge only one other Mexican artist has 

undertaken as thorough an investigation of lucha libre as Amorales, Demián Flores 

Cortés, who simultaneous with the writing of this text was featured in a solo exhibition at 

the Fisher Gallery at the University of Southern California in Los Angeles.135  Flores 

Cortés’ show “MATCH dual presence,” the first for the artist in Los Angeles, involved 

lucha libre performances demonstrating the techniques and movements of the sport, 

magazine inserts, and public mural projects, as well as stationary artwork made through 

collage, silkscreen, and woodcuts.  A related exhibition was also on view simultaneously 

at the University Gallery of the Universidad Autónoma de Baja California in Tijuana, 

Mexico.  This is not the first time the artist has used this theme; “Arena México” (2000) 

was a solo exhibition of Flores Cortés’ lucha libre graphic artworks at the Museo de la 

Ciudad de México and illustrates his own course of development with the subject matter 

(Fig. 5.4).  The artist uses lucha libre as “a subject of work that I could develop and that 

allowed me to begin a dialogue with the social, political and cultural reality of 

Mexico.”136 

 Lucha libre is also widely used by Chicano artists working in a variety of media.  

Amorales’ medium and his own intentions for using the subject could be further 

                                                
135 The exhibition runs February 15, 2006 through April 15, 2006. 
 
136 “…un tema de trabajo que pudiera desarrollar y que me permitiera entablar un diálogo 
con la realidad social, política y cultural de México.”  Demián Flores Cortés, letter to the 
author, 9 March 2006. 
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compared to the work of these artists.  While some artworks by Chicano artists seem to 

celebrate or idolize a luchador, similar to a baseball card in the U.S., others take a more 

politicized role.  Victor Gastelum’s Santo Jr. (1996, Fig. 5.5) combines this idolization of 

athletes typical of U.S. sports fans with a popular subject from Mexico, demonstrating the 

cross-cultural experience of Chicanos working and living in the U.S.  Xavier Garza’s El 

Santo (The Saint) (2003, Fig. 5.6) operates in this same way, as does José Lozano’s 

Héroe/Hero from 1991 (Fig. 5.7).  However, this meeting between cultures is explored 

socio-politically using lucha libre in the work of Francisco Enrique Delgado.  Libertad 

(1998, Fig. 5.8) and Llanta (1999, Fig. 5.9) both illustrate the “realities of immigration, 

racism, and cultural conflict.”137  Delgado uses the luchador mask to represent 

individuals as lacking identity, perhaps commenting on the disenfranchised population of 

Mexicans wishing to cross the border, whose voices are not heard in political debates 

regarding immigration.  Mexican-born “performance artist” Guillermo Gómez-Peña 

works in this similar vein.  As an artist who is “a Mexican part of the year, and a Chicano 

the other part”138 due to the time he spends in California, Gómez-Peña’s work deals with 

border injustice and ethnic stereotyping.  In creating a series of characters that encompass 

stereotypical attributes of various Latinos, the artist confronts the harsh realities of 

physical and cultural immigration.  One of these performance characters, El 

Charromántico, combines the masked luchador with the traditional dress of the charro, 

the Mexican cowboy, as typecast symbols of Mexican identity (Fig. 5.10). 

 

Amorales and His Global Contemporaries 

 
 Carlos Amorales’ own space within the growing history of global contemporary 

art is another outlet for exploration.  For example, I could chart his work within the 

trajectory of “performance art,” masquerade, and the use of the fight or sport in recent art.  

Working contemporaneously with U.S. artist Matthew Barney, Amorales shares these 

aforementioned subjects with him and others.  Looking specifically at Barney, what is 

                                                
137 Gary D. Keller, Mary Erickson, Kaytie Johnson, Joaquín Alvarado, Contemporary 
Chicana and Chicano Art, vol. 1 (Tempe: Bilingual Press, 2002) 164. 
 
138 Guillermo Gómez-Peña, “A Binational Performance Pilgrimage,” Warrior For 
Gringostroika (Saint Paul, MN: Graywolf Press, 1993) 15. 
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most peculiar about this pairing is not their shared interest in sports or masquerade as 

subject matter, as the two, in my opinion, work too closely in terms of time to consider 

that one is taking from the other; rather, the consistent deployment of incoherent works 

that hover around the idea of the spectacle seems a more fitting comparison.139  Barney’s 

five-part film cycle the Cremaster (Fig. 5.11) is a theatrical multi-media sensation that, 

like Amorales’ lucha libre works, contains elements of self-portraiture, modern idols and 

heroes, and binary battles (whether it be good versus evil, or a more deeply rooted 

oedipal skirmish).  However, what the viewer takes from Barney’s films is debatable, and 

like Amorales, the “what is it” factor seems unending.  Roberta Smith has observed this 

notion similarly with Barney’s work:  

 ‘The CREMASTER Cycle’ simply takes up too much time, space, and expensive 

 material not to make more sense. It throws around too many different styles and 

 too many kinds of meaning not to provide more sustained pleasure or lasting 

 wisdom.140 

I have illustrated how Amorales’ work operates in this similar fashion, perhaps 

coincidentally functioning like Barney’s films due to, as Roberta Smith has written of 

Barney, the “playing out of youthful talent.”141 

 Also on the minds of Barney, Amorales, and many other emerging contemporary 

artists is this notion of marketability.  Early on I considered the possibility of Carlos 

Amorales’ lucha libre subject as one that contains a level of exoticism capable of wowing 

a crowd.  His seemingly quick shift from bland muslin masks to a vibrant lucha libre 

costume speaks in favor of an underlying consideration of how to sell one’s work, and 

oneself, to the contemporary art world.  Barney’s art has been criticized for this very 

reason by Benjamin Weil, who stated that the artist has “perfected art consumerism; the 

strategy is clearly devised from merchandizing.”142  Amorales could easily be attempting 

                                                
139 The notions of gender and masculinity are also shared by Barney and Amorales and 
allow other possible areas of investigation. 
 
140 Roberta Smith, “Matthew Barney: the Creamaster cycle,” Artforum 41.9 (2003) 161. 
 
141 Smith, “Matthew Barney” 193. 
 
142 Benjamin Weil, “Matthew Barney,” Flash Art 25.162 (1992): 102.  
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this same tactic, especially with the publishing of his own text that includes four essays 

from professional critics and scholars on his lucha libre works.  His staging of bouts 

across the globe also speaks in favor of this, as media coverage ensued with each event, 

intensifying the artist’s mystique and wild subject matter in the public eye. 

 If marketability is at the base of Carlos Amorales’ work, one should be careful 

neither to pass negative judgment, nor ignore it all together.  Rather, it should be 

considered when drawing conclusions regarding Amorales’ live events.  The promotion 

of an artist’s work does not simply mean parading for the contemporary art world; with 

Amorales, I understand any marketing strategies alongside his work’s appeal to a broad 

variety of viewers.  Mass-appeal goes hand-in-hand with the advertising of an artist’s 

work, and promoting oneself across the globe shows not only the desire to form a client 

base, but also the urge to reach a wider audience beyond the art world.  However, in the 

end, despite any amount of media hype, the work remains to face the scrutiny and 

criticism of the art world, not the lay spectator.  Amorales has embraced this, not only by 

setting up a wrestling ring whenever and wherever possible, but also through his 

exhibiting of video footage and photographs of these spectacles as artworks in museums 

and galleries worldwide.  Thus, his body of work on this subject grew exponentially, 

despite its performative nature.  This relates to the commercial facet of Amorales’ work.  

As the number of exhibitions featuring these video stills and footage grew, so did the 

media attention and bibliography on the artist, creating widespread recognition from the 

art world.  Since the inception of Amorales’ use of lucha libre, the artist has maintained 

steady involvement in museum exhibitions, gallery shows, and international fairs and 

biennials.  A career that started with an investigation into identity has flourished, 

incorporating various media and subjects from bright sticker-like appliqués to politically 

charged installations.  It appears then, in 1997, strapped with an idea and a mask, Carlos 

Amorales, a relatively unknown artist, transformed overnight.   
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Julio Galán, China Poblana, New Tendencies in Mexican Art, 

by Rubén Gallo (New York: Palgrave Macmillan, 2004) figure 3. 

 
Figure 1.1 

Julio Galán, China poblana, 1987. 
 
 
 

 
Francis Alÿs, Ambulantes I, Lisson Gallery, Tuxamoon, ed. Hermann Keldenich, 3 March 2006 

<www.tuxamoon.de /Tux_static/Wort/Artikel/Francis_Alys_5.php>. 

 
Figure 1.2 

Francis Alÿs, from the series Ambulantes I, 1995-2001. 
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Daniela Rossell, Ricas y famosas, New Tendencies in Mexican Art, 
by Rubén Gallo (New York: Palgrave Macmillan, 2004) figure 15. 

 
Figure 1.3 

Daniela Rossell, from the series Ricas y famosas, 1994-2001. 
 
 
 

 
 

Figure 1.4 
Carlos Amorales, film still from Anonymous Group Party, 1996. 
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Figure 1.5 
Carlos Amorales, film still from Anonymous Group Party, 1996. 

 
 
 

 
 

Figure 1.6 
Carlos Amorales, film still from Ray Rosas New Workshop, 1997. 
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Figure 1.7 
Carlos Amorales, film still from Interim Performance, 1997. 

 
 
 

 
 

Figure 1.8 
Carlos Amorales, film still from Amorales Table Dance, 1997. 
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Figure 1.9 
Carlos Amorales, film still from In Conversation with Superbarrio, 1997. 

 
 
 

 
 

Figure 1.10 
Carlos Amorales, film still from Amorales vs Amorales in Peace, 1999. 
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Figure 2.1 
Carlos Amorales, film still from Amorales vs Amorales in Peace, 1999. 

 
 
 

 
 

Figure 2.2 
Carlos Amorales, film still from Amorales vs Amorales in Peace, 1999. 
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Carlos Amorales, Amorales vs. Amorales in Peace, “Method Masking,” by Christian Rattemeyer,      

Parkett 63 (2001) pg. 183. 
 

Figure 2.3 
Carlos Amorales, image of Fanzine, 1999. 

 
 
 

 
 

Figure 2.4 
Carlos Amorales, film still from For the First Time in Paris, 2000. 
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Figure 2.5 
Carlos Amorales, film still from Evil Wins in Paris, 2000. 

 
 
 

 
 

Figure 2.6 
Carlos Amorales, film still from My Way, Tijuana, 2001. 
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Figure 2.7 
Carlos Amorales, film still from My Way, Tijuana, 2001. 

 
 
 

 
 

Figure 2.8 
Carlos Amorales, film still from My Way, Tijuana, 2001. 
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Figure 2.9 
Carlos Amorales, film still from My Way, Tijuana, 2001. 

 
 
 

 
 

Figure 2.10 
Carlos Amorales, film still from My Way, Tijuana, 2001. 
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Figure 2.11 
Carlos Amorales, film still from My Way, Tijuana, 2001. 

 
 
 

 
 

Figure 2.12 
Carlos Amorales, film still from My Way, Tijuana, 2001. 
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Figure 2.13 
Carlos Amorales, film still from My Way, San Diego, 2001. 

 
 
 

 
 

Figure 2.14 
Carlos Amorales, film still from My Way, San Diego, 2001. 
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Figure 2.15 
Carlos Amorales, film still from My Way, San Diego, 2001. 

 
 
 

 
 

Figure 2.16 
Carlos Amorales, film still from My Way, San Diego, 2001. 
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Figure 2.17 
Carlos Amorales, film still from My Way, San Diego, 2001. 

 
 
 

 
 

Figure 2.18 
Carlos Amorales, film still from My Way, San Diego, 2001. 
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Edouard Manet, Mademoiselle V. Meurent in the Costume of an Espada, Metropolitan Museum of Art, 

New York, The Complete Paintings of Manet, catalogue by Sandra Orienti (New York: Harry N. Abrams, 
Inc., 1967) plate vii. 

 
Figure 3.1 

Edouard Manet, Mademoiselle V. Meurent in the Costume of an Espada, 1862. 
 
 
 

 
Pablo Picasso, Corrida: La mort du torero, Le musée Picasso, Paris, Le musée Picasso, by Marie-Laure 

Besnard-Bernadac (Paris: Editions de la Réunion des musées nationaux, 1985) pg. 85. 

 
Figure 3.2 

Pablo Picasso, Corrida: La mort du torero, 1933. 
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Publicaciones de la despedida de El Santo, Lucha Libre: Masked Superstars Of Mexican Wrestling, by 

Lourdes Grobet, et al (New York: Distributed Art Publishers, 2005) pg. 290. 

 
Figure 3.3 

“The Saint, the Silver-Masked Man,” Publication for El Santo’s retirement, 1982. 
 
 
 

 
Santo y Blue Demon contra Drácula y el Hombre Lobo, dir. Miguel M. Delgado, perf. El Santo, Blue 

Demon, Aldo Monti, and Agustín Martínez Solares, Cinematográfica Calderón, 1972. 

 
Figure 3.4 

DVD cover image for Santo y Blue Demon contra Drácula y el Hombre Lobo        
(“Santo and Blue Demon vs. Dracula and the Wolf Man”), 1972. 
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Professional Wrestling: Sport and Spectacle, by Sharon Mazer (Jackson: University Press of Mississippi, 

1998) pg. 150. 

 
Figure 3.5 

Rubio and Frankie working out. 
 
 
 

 
Lourdes Grobet, Cripta donde reposan los restos mortals de El Enmascarado de Plata, Lucha Libre: Masked 
Superstars Of Mexican Wrestling, by Lourdes Grobet, et al (New York: Distributed Art Publishers, 2005) 

pg. 295. 
 

Figure 3.6 
Lourdes Grobet, Crypt Containing the Mortal Remains of the Silver-Masked Man,         

El Ángel Mausoleum, Mexico City, 2002. 
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Carlos Amorales, Amorales vs. Amorales (El Olympico and Amorales), tele-journeys, by Joan Jonas 

(Cambridge, MA: MIT Visual Arts Center, 2002) pg. 14. 

 
Figure 4.1 

Carlos Amorales, film stills from the “tele-journeys” catalogue,  
Amorales vs. Amorales (El Olympico and Amorales), 1990-2001 [sic]. 

 
 
 

 
Frida Kahlo, The Two Fridas, Museo de Arte Moderno, Mexico City, Frida Kahlo: The Paintings, by 

Hayden Herrera (New York: Harper Collins, 1991) pg. 137. 

 
Figure 5.1 

Frida Kahlo, The Two Fridas, 1939. 
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Pablo Picasso, Autoportrait à la palette, Philadelphia Museum of Art, Le musée Picasso, by Marie-Laure 

Besnard-Bernadac (Paris: Editions de la Réunion des musées nationaux, 1985) pg. 10. 
 

Figure 5.2 
Pablo Picasso, Self Portrait with a Palette, 1906. 

 
 
 

 
Salvador Dalí, L’Invention des monstres, The Art Institute of Chicago, Dalí, by Ignacio Gómez de Liaño 

(New York: Rizzoli, 1984) plate 77. 

 
Figure 5.3 

Salvador Dalí, L’Invention des monstres, 1937. 
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Demián Flores Cortés, Arena México, Michael Paszt, “Flores Cortés marries cultures through lucha libre 

art,” Slam! Sports 14 Feb. 2006 <http://slam.canoe.ca/Slam/Wrestling/2006/02/08/1431534.html>. 
 

Figure 5.4 
Demián Flores Cortés, Arena México, 1999. 

 
 
 

 
Victor Gastelum, Santo Jr., Contemporary Chicana and Chicano Art, vol. 2, by Gary D. Keller, et al 

(Tempe: Bilingual Press, 2002) pg. 285. 
 

Figure 5.5 
Victor Gastelum, Santo Jr., 1996. 
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Xavier Garza, El Santo (The Saint), Chicano Art for Our Millennium, by Gary D. Keller, et al (Tempe: 

Bilingual Press, 2004) pg. 116. 

 
Figure 5.6 

Xavier Garza, El Santo (The Saint), 2003. 
 
 
 

 
José Lozano, Héroe/Hero, Contemporary Chicana and Chicano Art, vol. 2, by Gary D. Keller, et al (Tempe: 

Bilingual Press, 2002) pg. 98. 
 

Figure 5.7 
José Lozano, Héroe/Hero, 1991. 
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Francisco Enrique Delgado, Libertad, Contemporary Chicana and Chicano Art, vol. 1, by Gary D. Keller, 

et al (Tempe: Bilingual Press, 2002) pg. 165. 

 
Figure 5.8 

Francisco Enrique Delgado, Libertad, 1998. 
 
 
 

 
Francisco Enrique Delgado, Llanta, Contemporary Chicana and Chicano Art, vol. 1, by Gary D. Keller, et 

al (Tempe: Bilingual Press, 2002) pg. 164. 
 

Figure 5.9 
Francisco Enrique Delgado, Llanta, 1999. 
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Guillermo Gómez-Peña, Family Portrait, Warrior For Gringostroika, by Guillermo Gómez-Peña (Saint 

Paul, MN: Graywolf Press, 1993) pg. 134. 

 
Figure 5.10 

Guillermo Gómez-Peña, Family Portrait, 1990. 
 
 
 

 
Matthew Barney, Matthew Barney as her Giant, Matthew Barney The Cremaster Cycle, by Nancy Spector 

(New York: Guggenheim Museum, 2002) pg. 407. 

 
Figure 5.11 

Matthew Barney, the artist as her Giant, from Cremaster 5: her Giant, 1997. 
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