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Texas trees bear a strange fruit
Blood on the leaves and blood at the root
Brown bodies swingin’ in the Southern breeze
Strange fruit hangin’ from the pecan trees
Forgotten scene of the gallant South
The bulgin’ eyes and the twisted mouth
Scent of desert rose sweet and fresh
Then the sudden smell of burnin’ flesh
Here is a fruit for the black birds to pluck
Al l imag es th is side   Untitled, from The Strangest Fruit, 2013, oil on canvas, 55 x 92 ".   Photography by Mark Menjivar.

For the rains to gather, for the droughts to suck
For the sun to rot, for the tree to drop
Here is a strange and bitter crop

Adapted from the poem “Strange Fruit”
By Abel Meeropol (aka Lewis Allan)
Written in the mid to late 1930 s

skilled use of realism to create metaphorical critiques of social and political

Fire Station #15 is Valdez’s new home and studio. The labor and love he has

Stadium in 1959. Beginning

structures. His approach to realism changed, however, in 2009 when his best

invested into the fabric of the building — a lapsed piece of civic infrastructure

in 1951 , families’ homes were

friend Combat Medic John Holt Jr died while on active duty with the US Army

in a dominantly Chicano neighborhood — symbolize Valdez’s deep commitment

acquired under the 1949

in Iraq. Eight weeks previously he had completed Untitled (Head) ( 2009)

to his local community in San Antonio and his unwavering optimism and

Housing Act with the promise

during a period of artistic drought in Los Angeles. In Valdez’s words:

hopefulness for the future.

to construct a public housing

to try and cool down. Things were very strange during that time. I seemed

exclusively figurative (with a few notable exceptions), Valdez’s art is concerned

Some members of the community refused to accept the city’s offer for their

with people and the social and political orders that define and confine them.

homes, and a nearly decade-long stand-off ensued until all were either removed

His paintings, pastels and drawings demonstrate control and refined technique

by force or relented and accepted the city’s offer. “Elysian Heights” was never

while also exuding a vitality and passion through a considered use of saturated

constructed. The work features a vintage 1953 Chevy ice cream truck on which

colors and dramatic lighting. While distinguished for a skilled use of realism,

Valdez painted a mural of the history of the Chavez Ravine community. The work

his work to date stands as an example of how fine art can offer not only
aesthetic beauty but also affect, passion and powerful social critique.
Growing up on the South Side of San Antonio, Valdez was acutely aware of
the pressures of being Latino in the United States. From an early age, Valdez
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A recurring subject in Valdez's work is his brother Daniel. Daniel, who is
a history teacher and basketball trainer and coach in San Antonio, has been
cast by Vincent in a wide range of social roles — almost as a form of brotherly
role-play. The depictions of Daniel explore the proscriptive models of masculinity experienced in both Latino and American society. In Valdez’s words:
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tension in a human body as it hangs.
Slightly larger than life-size, the figures float, decontextualized, on a white
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Untitled (Head), 2009, graphic ink on paper, 33 x 32 ". Courtesy the artist.
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social issues that he has

the popular imagination through recordings by singers such as
Billie Holiday. The text stands as a transcribed corrido that inscribes
the history of Latino lynching onto the wall of the gallery. The last
line “…here is a strange and bitter crop” echoes amongst the
pained and contorted figures, presenting them as subjective
evidence of ongoing social and cultural oppression.
Ian Alden Russell
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John, 2012 , oil on canvas, 42 x 83 ". Courtesy the artist.
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[Detail] Untitled, from The Strangest Fruit, 2013, oil on canvas, 55 x 92 ".  D es ig n Malcolm Grear Designers

For much of his adult career, Valdez’s work has been celebrated for its

El Chavez Ravine, 2005–2007 , oil on 1953 Chevy ice cream truck, dimensions variable.
Photograph by Peggy Tenison. Courtesy of the San Antonio Museum of Art. Courtesy of Ry Cooder.

Valdez is an accomplished draftsperson in many mediums. Almost

Any Day Now, I Shall Be Released, 2003 , pastel on paper, 60 x 42 ". Private Collection.

Kill The Pachuco Bastard!, 2000, oil on canvas, 44 x 60 ". Courtesy of the Cheech Marin Collection.
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O n th e I n n e r W e st Si d e o f Sa n A nto n io, artist Vincent Valdez is
completing renovations on an old firehouse, long forgotten by the city.
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