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Thic research project, funded by the UK's Arns and
Humanities Research Council, is 4 three-year collaboration between
the Department of Art History and Theory at the University of Essex
and TYAIN, the Research Centre for Transnational Art, Identity and
Nation, at the University of the Ans London. The research team
comprises Professor Valerie Fraser and Dr Mariz Ifiigo Clavo at Essex,
and Drs Michael Asbury and Isobel Whitelegg at TrAIN, We are grateful
to Concinnitas for providing this opportunity to reflect on our
research so far, and specifically on the conference we hetd as part of
this project in December 2010.}

Meeting Margins is investigating transnational exchanges between
artists from Europe and Latin America, and within Latin America,
during the period 1950-1978. This is of course a very broad brief,
in geographical as well as chronological terms, and we do not
pretend to be aiming for complete coverage, On the contrary: our
method is inductive rather than deductive, and our focus is on
investigating detailed instances of transnational exchanges in order
to understand how they worked and what they generated in terms of
specific works of art and related debates, A further aim has been 1o
ancourage similar close-focus research elsewhere so that with more
such case studies by scholars with different perspectives, and with
opportunitiss such as our conference to share ideas and question
arthodoxies, we can collectively make progress towards a thorough
raview of the history, historiography and theory of the art of the
period. “Meeting Margins” is therefore a usefully flexible title for our
project. Its primary reference, as the sub-title "transnational art in
Latin America and Europe” impliss, is the perceived marginality of
Europe and Latin America in relation to the post-war ascendancy of
the US. But we alse like ta think of it as referring to our awn team
meetings, and to meetings betwesn us and scholars from elsewhere,
The conference in December 2010 brought together at the University
of Essex speakers from Brazil, Argentina, Peru, Puerto Rico, Spain
and the UK. This event built on a forum for graduates and emerging
scholars that we held in November 2009 in collaboration with
Professors Andrea Giunta and Roberto Tejada at the University
of Texas at Austin’ Thiz Texas forum, entitled Transnational
Latin American Art from 1950 to the Present Day, had a broader
chronologleal brief and involved around 60 speakers from the US,
the UK, Europe and Latin America, with the latter particularly well-
reprasented. This was a very successful meeting of minds, where
no-one could have felt that he or she was working in a marginalised
field of research, and it is gratifying to see how it has resulted
in further exchanges and collaborations, indopendent of out cwn
Meeting Margins project, at both individual and institutional levels.

These include a sscond Permanent Seminar at Austin in October
2010 and other smaller meetings, Other events which are not (at
least not to our knowledge) a direct result of Meeting Margins
activity but which are an indication that there is growing interest in
the broader field of art from Latin America in the post-war decades,
include forthcoming symposia at Nottingham University, Art Across
Frontiers: Cross-Cultural Encounters in America, in April 2011, and
at the Smithsonian Institutien in Washington, Encuentros: Artistic
Exchange between the US and Latin America, in October 2011.

Our inductive method is of necessity set within a broad framewark
of general hypotheses about rultural relations between different
countries and continents and about the history of the art of and
from Latin America during the post-war decades which It is useful
to outline here. & key aim of this project has been to challenge the
general art historical model whereby after World War I the world's
artistie centre of gravity moved from Paris to New York by exploring
other nodes, other sites of axchange and interaction, other models
for artistic innovation. This is not to say that the US is unimportant
far this research: many exchanges between Latin America and Europe
are generated precisely by a sense of opposition to the political and
cultural hegemony of the US. In other cases the US is more or less
an imelevance, and exchanges between Latin America and Europe
may occur because they share interests which the US does not. In
parallel with these transcontinental exchanges there were encounters
between countries within Latin America that grew out of deliberate
efforts to foster regional solldarity against, In some cases, both US
and European power, as well as collaborations that are a result of
internal affinities rather than external politics. In other wards, our
“marging” shift. Sometimes they comprise both Latin America and
Europe in contrast to the implied centre of the US; sometimes it is
the counteies of Latin America that are marginalised by the implied
centres of westem art, i.e, both the US and Europe.

In most cases, however, it is the US that is our implied centre, and
helps to provide the rationale for our start date of 1950. On 1 Kavember
1950 Puerto Rican nationalists attempted to assassinate President
Truman and the year marked a general increase in US military activity
in the Caribbean and Central America: during the following decade
this included repeated interventions in Guatemala, Panama and the
Dominican Republic, before the famous failed invasion of Cuba at the
Bay of Pigs in 1961. 1950 also saw the outbreak of the Korean War.
the first major US milizary action of the Cold War, and cpposition
to US foreign policy forged links between those on the left across
Latin America and Europe throughout our period, links that were
often fostered by artistic responses. Opposition to US imperiatism
echoes through the art {the many contemporary uses of the words,
packaging and graphic style of Coca Cola being obvious examples) and
through the art historical and critical literature. Eva Cockeroft's essay,
“Ahstract Expressionism, Weapon of the Cold War®, written in 1974
in the immediate aftermath of the ClA-zssisted coup in Chils, may
have exaggerated the pressure exerted by the CIA on the Museum of
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Modern Art to promote Abstract Expressionism in Latin America, but
at the time her analysis only served to confirm the view of the US as
an aggressive power using all means at its disposal to counter what it
perceived as the commurist threat,*

US domestic policy was also a matter of growing concern during the
period. From the late 19405 the US, which had previowsly played such
2 key role in the fight against fascism and which had provided a
weicome to those fleeing war and persecution in Euzope, began to
seem Tather less benign a place. The McCarthy era witch-hunts against
supposed communists moved up & gear in 1950 with the publication
of the notorious Red Channels pamphlet that provided a Gst of 151
broadcasters, writers, musicians and Hollywood stars accused of
being communists ar communist sympathisers.’ So during this period
we see the first significant wave of emigration awsy from the US,
including artists originating from Latin America who found Europe
more congenial (Reberto Matta, for example, who spent the war years
in New York) and those from Europe who maved from the US to Latin
America. Mexico, which had been operating an open-door policy
to anyone of leftist inclinations since the time of the Spanish Civil
War, certainly benefited from the USs increasingly hard line as many
artists and intellectizals of both US and non-US orgins moved south
during the 19405 and 50s such as Spanish flm-maker Luis Bufuel,
and African-American artist Elizabeth Catlete

Latin America had several repressive regimes of its own, of course,
and during this period many artists were forced into exile or chose
to emigrate, either temporarily or permanently, most notably from
Venezuela in the 19505, and from Brazil, Argentina and Chile in
the 1960s and 1970s. Sometimes they moved elsewhere in latin
America, sometimes further afield, pasticularly to Europe, including
Jésus Rafael Soto, from Venezuela to Paris in 1950: Julio Le Parc
from Argentina to Paris in 1958; Hélio Oiticica from Rio to London
in 1968; Felipe Ehrenberg from Mexico City to lopdon in 1968;
Juan Acha from Lima to Mexico in 1971; Mirio Pedrosa from Brazil
to Chile in 1971; Lebn Ferrari from Buenas Aires to Sic Paulo in
197&. Migration is therefore an important factor in our project with
artists and Intellectuals moving from country to country, sometimes
from political or economic necessity, sometimes out of curiosity,
sometimes for private, sometimes official reasons, and in the
process, bringing ideas, finding ideas, generating ideas in response
to different contexts and cultures. But fruitful transnational
exchanges can also be effected by the movement not of individuals
but of art and ideas, of exhibitions, posters, letters, bocks and
magazines. We are interested in exhibitions and biennials as the
source of new themes and debates among the artists and critics
of the host nation; similarly mail a5t networks provided a way for
scattered and sometimes very sedentary artists to communicate with
one another across long distances.

Another important strand in our research is that of the desire for
greater pan-Latin Ametican cooperation and integration, which can
be found everywhere from government policy to parsonal inclination.

During the post-war decades, while European countries were building
economic and social bridges with each other Latin American
governments, following the ideals of Bolivar and Mants, were also
working towards greater integration, again usually with a view to
economic development within a broader rhetoric of mutual support
and collaboration. Initiatives include the fitst Latin American free
trade agreement (Alalc) established by the Treaty of Montevideo in
1960, the Parlamento Latinoamericano launched in Lima in 1964, and
the Sistema Econdmico Latinoamericano y del Caribe (Sels) which
was signed in Papamd in 1975; in all cases Brazil was 2 member,
Regional integration was promoted by smaller groupings including
the Organizacion de Estades Centroamericanos (Odeca) founded in
1962 and the Andean Pact of 1969. There was also a UN-sponsored
organization to promote economic development in latin America:
the Comisién Econdmica para América Latina (Cepal), founded in
1948, which from 1966 was based in purpose-built headquarters in
Santiago in Chile,” These Latin Amertican Initiatives were intended
to offset the influerce of US-led Pan-American aliiances including
the Inter-American Treaty of Reciprocal Assistance, signed in Rio de
Janeiro in 1947 and of course the powerful and long-established 0AS,
Organization of American States. These governmental initiatives were
paralleled by pan-Latin American cultural meetings, colloquia and
biennales incinding the Bienal Theroamericana de Pintura Coltejer in
Medellin, Colombia, first held in 1968, the Salon de la Independencia
Latinoamericano de Pintura held in Quito in 1972 and numerous
events relating to prints which sprang up all over the continent in the
1060s and severties, for example: Prier Certamen Latincamericans
de Xilografia, Buencs Aires, 1960; Bienal de San Juan de Grabado
Latinoamericano, from 1570; Encuentro Latincamericanc de Grabados,
Punta del Este, 1975,

But to return to our “margins™ relations between Europe and Latin
America. Our field is not defined simply in apposition to the US. On
the contrary, during the post-war years Latin America and Europe
continued to share specific interests where the US was an irrelevance,
football being the most obvious example. During our peried Latin
America and Europe still dominated not just the game, and on very
equal terms {as of course they still do), but also the hosting of
the World Cup. In 1950, after a break of 12 years, the World Cup
was held in 3razil, who lost in the final to Urnguay; in 1978 it was
held in Arpentina who won agzinst Holland. In the arts too there
semained 2 sense of the shared values that had been established in
the 19th century, with = widespread respect for French language and
culture throughout Latin America, @ certain snobbish preference for
British English over American, and an admiration for the scientific,
tachnological and psychoanalytical advances of the German-speaking
world. As 2 tesult the traditional middle class of latin Amenica
would <till often choose to complete their education in Ewrope
where they also discovered the Rolling Stones and Ewropean brands
of student activism. Europeans, meanwhile, and especizlly those on
the left (including Eastern Europe of course), watched fascinated as
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Cuba emerged to challenge the political modal of western capitalist
democracy and the US in particular, Part of the appaal of the radical
politics of Latin America must surely be traceable to the wisual
impact of the associated art: the murals of Mexico znd Chils, and
the extraordinarily powerful multilingual posters produced in Cuba
under the auspices of Ospaaal, the Organizacion de Sotidaridad con
\os Pucblos de Asia, Africa ¥ América Latina, which were intended to
be vary transnational.* These posters, which drew on a wide range of
ideas from pop to Mexican muralism to traditional indigenous cultures,
were influential on branches of art and craphic design in Zurope and
the US as well as in Latin America and Indeed they continue to have
strong reverberations. On the other hand Europeans, and not only
those on the left, watched in horror as military regimes gained contzol
of countries lasge and small zcross the region, ssually with the tacit,
sometimes with the explicit and active support of the US, During the
196075 and 70's many European countrizs openly welcomed political
exiles, especially from Chile after the 1973 coup. But it was not only
politics and political art that fascinated a Europe struggling to rebuild
after the Second World Was: Latin America, whether politically en
the left or the right, had & new-found self confidence. Its madern
architecture - Brasilia in particular - and the “boom” in Latin
American Mterature demonstrated that the region was more than
capable of taking Eufopean ideas and remodelling them to make them
its own. Europeans watched, awestruck, and wanted to loam more. 25
evidenced by the surge in publizations on and from the region during
the 1960s and 70s, by for exampls Penguin Books in the UK. and
Francois Maspero In Faris. These included original studies as well as
translations from Spanish and Portuguese of material relating to the
politics, hjstory and culture of Latin America, as well as the novels of
Fuentes, Cortazar, Vargas Liosa, Garcia Marguez, Amado and others. *
Within Latin America ta0 improved public education and a thisst for
knowledge, espedially about their own country but also about the rest
of the continent, was stimulated by the availability of cheap editions,
which In turn stimelated further demand. An outstanding example
of this was the Quimanta publishing house of Chile which under the
Allende regime in the early 19703 published hundreds of both new
and classic texts in editions of tens of thousands.”

Within many countries of Latin Amsrica during this period there was
an energetic critical articulation of issues relating to the production
of art in the region in relation to both that of the old centre of
Europs, and the new centre of North America. One distinctive critical
strand among meny was that which sought to allow for a plusatity
of histories in order to avoid the implied teleclogies of centre/
periphery and new/ old or modern/ traditional, and which led to 2
reaffirmation of indigenous and popular culture as a centyal aspect
of Latin America’s heritage, and as part of a broader category of "art”™
than that imposed by the west. This had long been acknowledged
in Mexico but elsewhere it was not always weicomed, In 1975 the
award to popular Peruvian retaliista artist Joaquin Lopez Antay from
Ayacuche, of the prestigious Premis Nacional de Fomento de la Cultura

Ignacio Merino, generated considesable consternation among certain
“high™ artists and branches of the cultural elite” Meanwhile, of
course, “high” artists repeatedly rediscovered the potential of popular
art o5 well 235 pre-Uolumbian visual traditions, although usually in
more oblique ways than the indigenism of earlier generations. Inca
architecture and in particular the Peruvian archaeological site of
Machu Picchu inspired artists from across the continent (César
Paternosto in Argentina; Edgar Megret in Colombia), as did Andean
textiles and quipus (Cecilia Vicufia, Chile; Olga de Amaral, Colombia;
Qswaldo Viteri's, Ecuador; Jorge Eielson, Pern). Echoes of motifs,
textures, colours and techniques drawn from othar traditional crafts
~ pottery, hasketry, body painting - abound. Perhaps the tremendous
enthusiasm for print-making in Latin America during this period can
in part be linked to a valorisation of the manual dexterity as well as
the {traditionally overlooked) intellectual effort involved in artisanal
work, Interest in Indigenous and popular art also overlapped with and
drew an European ressasch into other forms of “othemess”: the art
of chiidren and the mentally ill, which in turn chimed with theories
about psychology and the sole of art in education, The writings of
English art theorist Herbert Read, for example, were widely read
#nd numercus editions of Spanish and Portuguese translations
of his works were published in Latin America.” More generally, in
tesearching the art and ideas of this period in Latin Americz a key
characteristic could perhaps be an openness to alternative approaches,
to the ancient and popular but 2lso the radically new and untested,
whether in technology or psychology or philosophy. A good example
of this would be Swiss-Peruvian Francesco Marlotti who warked with
digital media in the 1960's but who in the 1970's disappeared into
the Andean highlands to live and work with a rural community, All of
which is testimony to the growing self-confidence among artists and
critics during the post-war decades, an atmosphere in which anything
is possible and ali forms of experimentation are valid, because there is
neither 2 duty not 2 deslte to emulate a centre that is predominantly
gither patronising or uninterested,

Our end date of 1978, lke our start date of 1950, is approximate,
was chosen for a vanety of reasons. 1978 certainly doss not mark
the end of dictatorships but there ic a widespread shift towarcs
democratization around this time in Latin América, as there is in Spain,
It is perhaps symbolically significant that in 1978 the US ratified the
treaty to gradually hand control of the Panama Canal over to Panama,
And in 1978 the desite for cultural independence finds expression
in exhibitions and meeting, This was the year of the first Bienal
Theroamericana de Pintura in Mexico and the first (snd only) Bienal
Latinoamericana of S&o Paulo, both of which were intendad to affirm
the autonomy, indeed the existence, of Latin American art in the face
of US hegemany. As Aracy Amaral seecinetly put it in the title of a
review of the Sip Paulo zvent, “Yes, nés temos artistas”.” The assays
that fallow demonstrate that Latin America did indeed have artists, And
critics and art historians, theorists and philosophers, psychoanalysts
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helped to confirm to ue that the broad framework within which we are
working, outlined abowe, combined with a close focus on individual
cases, & provided by our speake:s, is an appropriate method for this
sort of research. These essays draw on the papers presented to the
conference to explore, expand. refine and modify aspects of both our
broader questions and our individual areas of research.

Endnotes

1 See <http://www.essex.ac.uk/asthistory/mesting margins/> (last
accessed 2 April 2011) We are grateful to our tireless Administratoy,
lan Dudley, withoot whom this project would be impossible. This
conference was also supported by funding from our respective
departments, by the University of Essex Collection of Latin American
Art, and by a grant from the British Academy, We also benefited from
a sympoesium at the Eeinz Sofia Museum in Madrid, held shortly before
our conference, which enzbled us to share costs of bringing speakers
from Latin America. We are grateful to all our sponson and partners.
2 We are particolary grateful to Andrea Giunta for her enthusiastic
tesponse 1o ouy original sugoestion to hold the forum at Austin,
Her generous help and support ensured its success, Details of the
programme can be found on: <http://www.essex.ac.uk/arthistory/
meeting_margins/mmgraduateforum. html> (last accessed 2 April 2011)
which also has links to the Texas website which includes texts of papats.
3<http://www.finearis, utexas.edu/ash/art_history/special
programs/tatin_seminar/about.chm> (last accessed 2 April 2011)

& Marcio Siwi's paper ot the Permanent Forum at Austin in 2009
challenged Cockeroft’s argument: <http://www.finearts utexas.edu/
aah/art_history/special_programs/latin_seminas/conferences2009,
ofm > (last accessed 2 April 2011).

See: Cockzraft, Eva. Abstract Expresstonism Weapon of the Cold War,
ins Artforum, val. 12, 10.10, p. 43-54. June 1974,

§ Red Channels: The Report of Communist Influence in Radio and
Televigion, published by the journsl Counterattack, 22 June 1950.
Among those named were Leonard Bernstein, Orson Welles, Pete
Seegey, Larry Adler, Arthur Millar and Chartie Chaplin. See; Schracker,
Hllen. The Agw of McCarthyism: A Brief History with Documents. New
York: Palgrave, 2002,

& Schrmiber, Rebecea. Lold War Bdles in Mexioo: US dissidents and the cuiture
of critical reststance. Minneapolis: University of Minnesota Press, 2008
7 For a discussion of the transnational nature of the architecture of the
Cepal building ses Fraser, Valede, Building the New World: Studies in the
Modern Architecture of Latin America 19301960, London: Versa, 2000,

8 Ospazal was founded at the Primera Conferencia Tricontinental de
la Habanz in 1966, The text on most posters & in English, French,

Spanish and Arzbic. See Stermer. Dugald, The Art of Revolution: 95

Fosters from Cuba, London: Fall Mall Press, 1970.

9 A classic in the first category was Jean France’s Modem Culture
of Latin America: Society and the Artist, Penguin 1570; transiations
include works by Carlos Marighella, Miguel Amaes and Salvader
Allende (Penguin) and Carlos Romere, Francisco Julifo, José Carlos

Mariategui and Rubén Vazquez Diaz (Maspero),

10 The production of cheap editions of classic texts was part of a
broader project of mademity and education. The eacliost was the
Everyman Library founded in the UK in 1906, A Spanish example that
was widely distributed in Latin America was Asaluce Ediciones, see
Silva, Rendn. E libro popular en Colombig, 1930 - 1948, in: Revista de
Estudios Sociales, 30, p. 20-37. August 20082008,

11 Macerz, Pablo, Pintores populares andings. Lima: Fondo del Libro
del Banco de los Andes, 1979; Macera, P. Cantenario-de Don Joaguin
Léper Antay. Lima: Instituta Riva Agiiero, 1997,

12 For example, Read’s fcom and Idec: the function of art in the
deyelopment of human conscigusness, first published by Harvarmd
University Press in 1955, was published in Mexico in 1957 as Imagen
¢ Idea by Fonde de Cultura Econgmico who reprinted it repeatedly over
the next 20 years,

13 Amaral, Aracy. Yes, nés temos artistas, in: Arte Hofe. Rio de Janelro:
Rio Grifica e Editora, ano 1, n-31, p. 16-18. maio 1078,
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Transnational exchanges and the
popularisation of scientific thought
Michael Asbury

(pages 14-23)

In 1955, then deeply involved In the activities of the
London-based Independsnt Group (1G), John McHals wiote a letter
to Buckminster Fuller asking to what extent the American designer
had been influenced by the Bauhaus. Buckie’s reply was extensive and
unambiguous, He argued that it was his own life experience, his work
with machinery in general, that led him to the.design sotutions as
opposed to any debt he supposedly had to the Bauhaus “style” which
he saw as essentially superficial.!

McHale's assumption is telling for it betrays a tendency that considers
Infiuence in art and design as necessarily discipline specific, If this
type of assumption is still present today, it i perhaps because of the
perceived specificity of art history and weuld suggest that the issue
is at the core of the crisis that the discipline has expenenced aver
the last decades. That is to say, althouch influences from outside the
subject srea may indeed be acknowledged within the theoretical and
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aesthetic/conceptual constructions proposed by artists and art exitics,
these are usually dealt with in order to construct telesloglies rathey
than placed in conjunction with sach other.

One may argue that perhaps certain lssues are indeed more
appropriztely discussed through methodologies beyond those
traditionally emploved by art history, However, there is 2 case to
be made in defence of art history which becomes explicit through
projects such a3 Meeting Margins. The activities and interests of the
Independent Group are a good example of a certain type of prejudice
that hag pervaded art historical nasratives, On the ane hand. the
106°s openness to the theory and practice stemming from Continental
Europe and the US are today seen in light of the drive of young artists,
critics and designers attempting to avercome the austere environment
of post war Britain, as opposed to the general backward attitude that
had characterised the UX's relation to modemnist ideals. On the other
hand, the flst attempts at a historicisation of the IG, Initiated by
former members themselves, privileged its sole as precursor of Pop Art
in the context of the increasing notoriety that Pop held in the US.
This not only did a disservice to the historical understanding of the
1G. overshadowing the diverse set of enquiries that different members
were engaged in, but undarmined its achievements in tight of the
emergent US canon,

A similar situation bs current in relation to Hrazilian concrete and
neoconcrete movements.’ [ndeed, many of the interests of those
involved or close to these movements coincide with those explured
by the I6 during the course of the 1950x, as was the ¢ase with
theories and concepts such as Information Theory, Gestalt Psychology.
Cybernetics and Jungian archetypes. Rather than a packaged set of
theoratical issuas that accompanied imported art trends, it seems
thesefore more appropriate to consider these new “scientific” means
of approaching the art object as theoretical currencies that spread
atound the world during the post war era and were absorbed in
different ways at focal levels.

With this problematic in mind, this section of the dossier focuses on
papers delivered at the first session of the Meeting Margins conference
in December 2010. The initial assumption being that often it was the
circulation of ideas beyond the specificity of the Held that led to
coincidental experiences within art practice.

The JG emerged during the early 19507 from within the auspices of
the pewly inaugurated Institute of Contemporary Art in London. The
relationship that the group had with the directorship, particulasly
with Herhert Read, s generally seen to have been conflictive,
However, beyond Reads arduous, albeit rather dated, attempt to
articulate the legacies of Surrealism and Constructivism during
the British interwar years, he had been a key figure behind the
introduction of what I am broadly calling “scientific knowledge" as
a subject for debate within TCA circles and it is pessible to gauge his
influence through sabjects such as Darcy Thampson's publication
of On Growth and Form, Read’s own work drawing on Gestalt
psychology and Suzanne Langer, his correspondence with Carl Jung

amongst many other concemns. Members of the IG would at times
draw themselyes close to such issues and at other times become
distant or indeed disagree with them,

In Braril a similar dynamic can be found around the figare of Mario
Pedrosa and the concrete groups in Rio de Janeiro and Szo Faulo
during the course: of the 1950’ A symptom of the confrontational
positions that characterised the constructive mavements in Brazil, the
concretist rejection of intuition and mare specifically the work of the
insane in favour of more objective forms of apprehending the object
of art is 3 case in point.

The focus here is on three interconnected routes through which ideas
that could broadly be described as scentific where absorbed and
developed at a local level. Other than simply an exsrcise in historical
revision, the distinct temporalities that emerge enhance not cnly the
innovation of post war Brazillan avant-garde practice but serve to
assert the crucial sole of art history in amiculating a complex matrix
of ideas current at a time, and haw this rather than affirming any
sense of dervation serves to emphasise the uniquensss of the specific
context.

It ig not the case here of dlaiming the redemption of the discipline
through the widening of its scope {(from the Westemn Northern
Hemisphere perspective). On the contrary, it a case of stating
the potential agency that art history can still offer through the
production of new narratives and the articulation of older ones fram
widugeopdlmalmmem.

This particular section of the conference should be considered not
as a group of individual contributions but as & collective effort that
problematises the conventional reading of constructivism in Brazil.
Together they not only highlight the historicgraphy of how scientific
thought was absorbed within those avant-gardes bot emphasise how
individual opinions and allegiances changad over the perlod.
Suzana Vaz focused on the dynamic exchange between Dr Nise da
Sitweira and Carl Gustav Jung and, in turn, how this Informed the
relationship between the psychiatric doctor and the art eritic Marlo
Pedrosa. We find here an equivalent articulation of ideas that
informed Hurbert Read’s publication entitled "Education through Art”
published in 1943, where thes critic articulated Gestalt psychology
with Jungian theories of archetypes in order to study the development
of children through analysis of their art.

Vaz states the fundamental role that the artist Almir Mavignier had
in establiching the art studios at the Engenho de Dentro psychiatric
hospital and inviting other artists to engage with thoss activities,
such & Abraham Palatnik and Ivan Serpa as well as the critic Mario
Pedrosa. The impact this experience had on this group was considerable
and is often argued to have been one of the founding monents of the
constructivist movements in Brazil, Mavignier remembers one patient
in particulaz, Artur Amosa, whose painting imptessed his interiocutors
due to its geometrical artangements achleved without the benefit of
art historical knowledge. Amora had developed during those therapy
sessions a system based upon the representation of domino pleces.
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A process of abstraction that gradually reduced representation until
his paintings becams compoted of “pure” geometrical forms with
seemingly random alignments of identical squares over the surface,
Following his prize-winning participstion at the first Bienal de Sio
Panlo in 1951, Ivan Serpa would use one such work by Amora for
the cover of the Grupo Frente exhibition catalogue, bringing the
wark of the patient within the scope of what would prove ta be a
crucial development within the history of art in Brazil. Indeed, one
that today receives considerable international attention, At the very
ot of the “sensitive geometry” that characterised the particular
strand of constructivism developed in Braxll from the 1950s lies
therefore the contact with an “outsider” artlst whese work could
be equally incorporated under the umbrella of Art Brut, as defined
contemporanagasly by Jesn Dubuffet. Thiz bridge between what
corsensyally are imeconcilable strands of art history, would become
one of the critical factors in the art of & generation of artists in Brazil
cduring the 1960s: 3 conscious dept to the legacy of constructivism
combined with a dada-like irreversnt attitude,
Although her principle focus was that of invastigating how Nise da
Silveira absorbed Jungian theory &5 a means of understanding the
Televance of the art of the patients. Vaz neverthaless highlights the
impact that Mario Pedrosa had on supporting and encowraging such
work. Vaz quotes Silveira:
The art critics, for our swiprize, have been far more
attentive than the Brazilian psychiatrists to the plastic
expression of the schizophrenics. In fact, the majority of
the psychiatrists around the world refuse to acknowledge
the artistic value of the paintings and drawings of
the mentally ill. Entrenched in their positions, they
maintain the same clichés and speak of “psychotic art”
or “psychopathologic art”. They remain clinched to the
traditional concepts of psychiatry and stubbornly think
that such painting is not but the refiection of psychic
deterioration and its symptoms.*
Vaz drew on 2 particular art historical narrative formulated by Paulo
Herkenhoff who posited the experience of artists with psychiatric
patients as 2 foundational chamcterdstic of Rio de Janeirno’s
constructivist avant-garde, 2 suggestion that places its sienificance as
determining the specific trajectory that geometric abetraction would
take in Rio de Jansiro. According to Vaz;
Herkenhoff alzo states that, with the arists Almir
Mavigrier, Ivan Serpa and Abrzham Palatinik. “the matrix
of Rio de Janeiro’s geometric a1t runs through the Engenho
de Dentro” and that, whils in Sio Paulo and Rio de Janeiro,
the artists were “pegotiating the passage from figurative
form to abstraction”, they were exposed, at the Engenho
de Dentro, to geometric painting even before knowing Max
Bill, through "an absolute experence in terms of what
might be the freedom of creation”, In which “geomstyic
sationality would confront psychological overflowing”, a

basis that would enable Neoconcretism to “radically insert
subjectivity in the rational univesse of geometry™
If it remaing important to remember that the concrate-neoconcrete
scission that occurred between the Ruptura groun from Sso Paulo
and the Frente group from Rio de Janeiro, alwady pessesssd prior
to their formations the very seed of their dissolution: the issue of
inmiﬁmwithinthepmso!mdu:ﬁmdmmquuudom
of established socio-caltural hierarchies, the antagonism between the
two graups is perhaps more complex, as Sergio Marting suggested at
the conference.”
The specificity that Herkenhoff argues i problematised when
considered through the perpective of Mirio Pedyosa’s investment in
Gestalt Psychology. Martins entangles Pedroza's experence with Nise
asmmmmmummammmnswnd
antagonism between Gestzlt and Phonomenology, suggesting that
alleglances amonast Paulista and Carioca artists were far more fiuid
than is often assumed.
Martins takes {ssue with Ronaldo Brite's influential Meoconcretismo:
Vertice e Rupture do Projeto Construtive Brasileiro® clziming that despite
“his often-Insightful analysis™ and that “it comectly addresses the
use and the problematic limitations of Gestalt theory as a conceptual
model far painting, it fails to recognize the crucial role it played in
consolidation of geometric abstraction in Brazil.” For Martins:
Brito’s all-too-neat historical progression is to blame here:
for him, Gestalt is little more than a theorstical apparatus
that was "imported” alongside other international Coneretist
tenets by the S3o Paulc group, which temained, in tum,
little more than a secondary devistion, a pale shadow of its
European predecessors. The Neoconcrete phenomenological
critique woald thus represent both the “apex” and the
“rupture” of the so-called “Brazilian constructive project”
in that it realigned the language of Constructivism vis-d-
vis the local cultural reality, in a creative outhurst that
was synthetic but ales highly contradictory and thus self-
destructive,
Martins argument focuses on Pedrosa’s 1949 thesis “Dn the Affective
Nature of Form”, which resulted from his studles on Gestalt Psychology
while in exile in Eurcpe. To identify Gestzlt with the Paulista brand
of concrete art is to ignore the fact that it preceded the incorporation
of art concret within Brazil. Martin's argument {1 that Pedrosa's thesis
although influential at the moment in which i was produced was
oniy published in 1979, due to the author's palitizal exile, Tt therefore
had been mostly forgotten when in 1077 the Brazilian constructive
avant-gardes became a subject for art history. Marting analyses the
shift that occurred in Waldemar Cordeire’s position with reqard to
such theories. by investigating the specific context of thelr (nsertion
within the field, Pedrosa’s theory & initially discussed within the
antagonism between abstract and figurative art that characterised the
19405, Emiliano D7 Cavalcanti is quoted a3 an exampla of the position
3gainst abstraction:
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These artists construct expanded little worlds out of free-
floating frauments of r=al things: these are monstrous
visions of amoebic ar atomic residues. microscopically
revealed by sick minds. For me, whenever an artist nurtures
his imagination on those obscure fizsures of the world, then
Teason is not at work.”
While stating how Cordeiro and Pedrosa were at one with each other
. in defending abstraction, Martins states:
Answering to attacks such us this, Cordelro would argue
that "Only by objectivizing, by depersonalising a form
can one make it 3 matter of reflection, determining the
intelligibility of a work.”™ As I mentianed, ntelligibility
was the crux of the debate. For Di Cavalcanti's side,
abstract forms were irrational, and Cordeiro tried to reverse
this logle by arguing, in 2 Van Dossburgian manner, that
intelligibility required “a seal language of painting™ with
“colour and lines that are celour and lines and do not
aspire to be pears o7 men." These lines were written in
1949, the year Cordelro met Pedrosa and learned about
his thesis -~ both were obviously on the same side. This
is what Gestalt theory criticaily offered: a scientific basis
for deciding an argument upon which the legitimacy of
abstraction ultimately depended.
Martins further problematises the debate by comparing Di
Cavalcanti’s attacks on abstraction with “those of art historlan
Quirine Campofiorite, who had targeted, in 1947, art produced by
Tive instincts uncontrolled by reason’”™™ The distinction being
that the latter was targeting the first exhibition by the Patients at
the Engenho de Dentro. The comparison serves to emphasiss the
coherence of Pedrosa’s logic:
This is the full scope of the seversal Gestalt theary brought
about; If abstraction sometimes coincided with the art of
the mentally fll - as [with the] painting by the Engenho
de Dentro patlent Arthur Amora - it was not becauss
abistract artists were deranged, but because abstract forms
were universal and thus prior to cultural hierarchies.
Like Pedrosa’s thesis, the history of the Engenho de
Dentro workshop was mostly excluded from those initial
formulations of the "Brazilian Constructive Project”,
Marting went on to analyse the shifting position of Cordeiro, who,
during the course of the 19505 as principle spokesman for the concrete
artists {n S30 Paulo would become engaged in a vicious exchange with
Ferreira Gutlar who spoke an behalf of the Carioca group.
Now, betwean the 1949 debates and the later, prescriptive
application of Gestalt, the defence of abstyaction as & whole
had given way, in Cordelro's 1952 Ruptura manifesto, to
a distinction between the “new art” and “hedonist non-
figurativism® " The former, Cordeiro stated. should be "a
means of knowledge that can be deduced from concepts”,
while the latter waa rejected alongside "the ‘wrong'

naturalism of childmen, of madmen, of primitivists, of
expressionists, of surealists, etc”
What is more, in a 1956 text simply entitled The Object,
Cordeiro finally reversed Podross’s temporal formula: "Content
in art is not a starting point, but an arrival point.”™ This
radical closure is actually consistent with the contradictions
Merleau-Ponty observes in Gestalt when he argues that it
had questioned an entirely subjective predetermination
of perception only to adopt an entirely objective one. For
his part, Gullar would reclaim the tempomlity of Pedrosa’s
formula at the height of his 1957 polemic with the S3o Paulo
group, by arguing that the concrete poem “starts when its
reading is over”, creating "a durable object for the viewer"."
By gauging Cordelw’s and Gullar's formulations against
Pedrosa’s, my polnt s that Neoconcretism shouldn't be seen
simply as a reaction sgainst Cancretism. Gullar characterized
their relationship &« dialactical, and I think it is possible to
locate the first term hers not in concretist orthodoxy, but
in Pedrosa’s deployment of Gestalt as a dafence of the non-
determined character of art. If phenomenology was indeed
plaged against Gestalt theory, as it undoubtedly was, it was
nevertheless in order to teclaim the initial critical edge
Gestalt possessed back in 1949,
Finally German Alfonso Adaid explored another theoretical currency
that ran acioss the 19505, amongst these groups of artists, namely
the concept of cybemetics,”” Adaid investigates how the concept
\tself was adapted within distinct national contexts, hghlighting the
particular version that was disseminated in Braxil. Adaid concludes
with a discussion of how the concept of cybernatics would be
distinctly approached from the perspective of Abraham Palatnik,
one of the artists originally invoived at the Engenho de Dentro
psychiatric hospital, and the concrets poets in Sdo Paulo, who as
Martins discussed shifted away from Pedrosa’s articulation of Gestalt
Psychology and intuitive abstraction.
Norbert Wiener's 1948 publication on cybernetics had fascinated
the world, and responses within the field of arts are indeed equally
widespread. Focusing on the publication in the pages of the Sunday
Supplement of the Jornal do Brasil, Adaid discusses & text by Plerre
Latil on the subject.
If the scientific methods behind cybernetics, control and automation
would led one to instinctively associate these theories with the
Paulists concrete artists and poets - indeed they did in fact make
references to thess themselves - the platform through which this
was first published in Brazil disrupts such immediate assumptions.
The Sunday Supplement of the Jornal do Brasil was after all the
principle avenue through which the Carioca concretists expressed
their oppositions to the S8o Paulo group, a debate that would lead the
following year in the pages of that same newspaper to the publication
of the Neoconcrete Manifesto.
Adaid'’s paper is complemetary to those by Martine and Vaz in that he
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questions the presupposition that the absorption of ideas at a local
level Is 2 neutyal operation, The paper’s principle focus ie on how the
very nation of cybernstics had been adapted with distinct “accents”
within differant national contaxts, the Soviet Russian, the French
and the Brazilian. One could also add to this st the prominence of
the tepic amongst Independent Group members during the 1950s, As
Adaid argues:
The story of cybemnetics presented by Latil may be the same
a5 Wiener's but the way in which the story is told, as well
as its agenda, are more radical than the initial conception.
The fact is that Latil rewrote cybernetics’ spistemological
origing away from its technical and mathematical origins,
Wiener himself would try to frame cybernetics outside these
technical fislds. The difference here is that latil frames
cybernetice within an exclusive French tradition. In the
Jornal do Srasil,* Latil states that life could “if not be
explained at least approached by rationale and experiments
of mathsmatica| character”, attributing this rationale to
Clande Bernard. & 19" Century French physlologist while the
interdisciptinary emphasis s attrihutad to Henrl Foincaré,
which is quoted by Latil as saying that “the grezt pragresses
are produced when two sciences approach each other, when
they become conscious of the similarities of their forms,
despite the dissimilitude of their object™ ™ We should note
that neither Bernard nor Paincaré are guoted in Wiener's
original work, Certainly this propensity to reframe theories
and ideas for ones’ own purposes is commonplace and not a
French or Soviet exclusive activity. What we pretend to show
here is rather the extent in which Latil and others would
g0 w legitimize their conviction in cybernetics. Namely, to
create a nationalistic discousse that sought to contextualize
cybernetics within theit own national and intellectual
tradition.
As Adaid argued, in Brazil the arrival of ideas around cybernetics did
not howgver become engrained in mationalistic discourse but where
“digested” as being symptomatic of the more gereral condition
of modernity, He states that such notions became articulated
within the field of art pamarily amongst the Sdo Paulo concrets
art and poetry group, being expressed by Décio Pignatarl. However,
Adaid's discusslan on how the Campos brathers appreached the Rio
de Japeiro-based artist Abraham Palatnik In order to =xplore the
possibilitias of applying the notlon of cybemstics to poetry and
art suggests that the antagonism between artists from each city
was not as clear cut as i3 often argusd, Although Palatnik was not
3 membe: of the neoconcrete group. his involvement with those
carly workshops at the Engenho de Dentro and his affirmation
of the significance of intuition within the production of his
Cinechromatic “machines” places him at 2 certzin distance from the
more “objective” approached of the Paulistas. If the experience at
Engenho de Dentro was the impetus for Palatnik’s effort to produce

these machines, Pedros’s role In encouraging thesc machines
cannot be underestimated. As Palatnik (quoted In Adald) states:
“The comprehension of the formal aspects, not anly in the external
world but also at the unconscious roots of human activity, would
dismantle the doubt and the controversy that exists between the
relations of art, science, technolagy and communication”.”!
Although far from being exhaustive, the conjunction of these
three namatives serves the purpose of suggesting a mare complex
historiography of the concrete and necconcrete movements in Brazil,
one which we hope underlines the importance of art history at a
moment in which the discipline is frequently invoked, particularly
outside Brazil and often in the mest banal manner, as a tool for the
legitimisation of national contemporary practices.
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media. The possibility of speaking from a position of Otherness was
one of the major concerns of theorists working in Latin America as
well 23 Europe during the sixties and seventies, and the theme was
addressed several times during the panel Shared imaginarles: art and
political activism in Latin America and Europe, 1950-1978.

One of the most famous slogans of the late sixties was Yankies goes
home! which appeared frequently in demonstrations in Latin America
and was particularly visible during the May 68 demonstrations
in France, Rodert J. Young used this in his important book White
Mythologies a5 evidence of the way Eusopean anti-imperislism had
being inspired by “Third World" movements and strugales.’ Young's
aim was to interrogate left-wing Eutopesn histores from non-
European perspectives, theseby looking to reorlent Western history.
He demonstrates how, during the Cold War, many anti-colonial
movements internationally were questioning the Soviet model of
communism while the Communist Party found itself unable to support
these struggles for independence. Thus, for example, we find the
Communist Party of Algeria, under the influence of the French CF,
unwilling to support the Algerian War of Independence.’ It is no
coincidence that Che Guevara delivered his critique af the Soviet
stance on anti-imperialist struggles internationally when he was in
Algerda, In 1965. His own capture and death In 1967 was itself a
result of treason by the leader of the Bolivian Communist Party. At
the same time the French (P refused to acknowledge the May '68
damonstrations as legitimste revolutionary action, Young shows that
they were afraid of 2 popular revolution they would not be able to
control, and were umwilling to concede that the student riots weme
in any genuine sense revolutionary, 2¢ the only true revolutianary
option was their own “Revolutionary Party™. The CP argued that rather
than revolutionary forces. the workers and students in the strest weze
Trotskyists, Maoists or Anarchists, The CFs confused response to the
revolutionary events s well illustrated by the famous example of
Theodor Adomo, who called the police when students pccupled the
Frankfur: Institute where he was teaching Marxist theory,

The overall confusion and conflict attending these ewvents, and

Sharing imaginaries around may 68:
art and political activism in

Latin America and Europe

Maria Ifiigo Clavo and Valerie Fraser
(pages 24-33)

In 1971, when the Spanish artist Julic Plaza was tiving in
Brazl, he presented the werk Evolisgio/Revolugio, & saquence of
images which begin as Nixon and then graduvally transform into a
partrait of a Vietnamese woman bearing weapons o het back. In this
way we are presented with a transition from masculine imperialist
power to 2 peasant woman empowerad through the struggle; from
that which is allowed to speak to that which is silenced by mass

epitomised in Adomo’s tesponse to the student unrest, need to be
undesstoed 35 symptoms of major transformations in the substance
of left-wing politics. This re-imagining entailed fmportant changes
on the left, Doctrinaire Marxism was challenged and expanded as
attention was placed on women's rights, sexual and racial difference,
imenigration ard, in particular, decolonising struggles. A key impetus
for these changes came from beyond Europe, spelling = shift in
concesns and imaginaries that became known in France as tier-
mondisme, “third-werldism”* Of geéneral (mportance were Maoism
in China and the Cuban Revolution. But attention had aiso tumed
to the specific tactics of resistance that were being developad and
deployed in decolonising comtexts: boycotts, sit-down protests;
passive resistance, various forms of Gandhian civil disobedience and
the "foquismo” advocated by Che Guevara.

Fanon (Martirique/Algeria), Neto {Angola), Almicar Cabral (Guinea
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Bissan/ Cape Verde) and Césaire (Martinique) all played an important
:oleinthh!mpunh&m.hﬂedinuadoo,thehgeauﬂm
philosopher Enrique Dussel roveals the optlmism thar fuelled
this global cartography of thinkers and movements in his 1977
Liberation Theory, In it, he wonders how Fanon's texts might provide
the foundations for a universal new philosophy.’ What Dussel was
mmmwnﬂmwmnmhﬁmofmduﬁm
political thought inte philosophical language. Eduardo Griimers
paper showed how this intellectual movement of the Third World was
ﬁmdammtalfouuﬂ:m&nmdmhmﬂxeumphof&mkmy
ciear. Ha began working with Frantz Fanan on the national liberation
movements in Africa and wrote several toxts revising Almé Césaire’s
concept of négritude. Fascinated by the fgures of Fidel Castro
and Che Guevara, he supported the resistance movements of Latin
Amarica. Grilner raises 2 question which in one form or another runs
through most of the papers in the session: the position of the artist
who wishes to speak on behalf of, from the perspective of the ather,
Bothhsoﬁﬂnndmmanﬂmmmmem:penfm
ldmulﬁthhallomdSmmundmlandthtuh’:comptof
nlqﬁtﬁe.mxhcﬂddsedntheﬁmunnnmﬂstmmmmm
to generate an independent voice, something which in 1985 Spivak
was to defend as “strategic essentlzlism. For his part, Pasolini choze
tnusetbuhinﬁmdhlccthnnthenghninlnlywhmh:gmu'p
in order to create a dialogue between low and high cultare. He was
fasdnmdbyxhzspacaolmaginalitymdwuhdzﬁninghhphm
as an intellectual, and an important part of his search had to do with
generating expressive tactics in order to in-corporate this alterity in
his poetry and his einema produstions.
madmnumonm&dddeispmﬁonexpldmdthe
considerable influence that the revolutionary movements of Latin
America had in Great Britzin, inspiring exhibitions and debates within
the British laft. Baddeley showed how the ideas Siquetros elaborated
in his Art and Revolution, first published in English in 1975, can be
traced in the debates surrounding two exhibitions mounted in London
in 1978, Art for Society at the Whitechapel and particularly Art for
Whom? at the Serpentine Gallery, Both exhibitions raised questions
abouttehﬂombm:nut.mtmaudieme,andthoamngue
oftth!tfnz\'bom?showmmhndamanifm:alﬂngfmpoﬁﬁca
action in terms very similar to those used by Siquelros. One of the
collectives involved in this exhibition, The Public Art Workshop, had
produced some Siqumiros-influenced murals undemeath the Westway
fiyover at Royal Oak in west London. These provided a mode! for other
such community musal projects in the 19805 that produced archetypal
political images of oppasition to the Thatcher government. It is worth
noting that Hélio Diticica, influenced by the ideas of Ferreira Gullar,
in his celebrated text Esquema da nowa objetividade of 1967, had
already asked "For whom does the artist make work?™

In contrast to Baddeley’s paper, Miguel Lopez showed how left-wing
activism in Eutope also influenced Latin Americen intellectuals, Loper’
example was the Peruvian eritic Juan Acha whose experience in France

muay'ummmuﬂmqmnnmmmmhe
wwldundcmkeonbumumto?em.lnuﬂsseme,acydkwym
ofcnnupt:andfoxml&nhdtnmpemiﬂudemlonlﬁngmdd
during this period of conceptual transformation and experimentation
on the [sft. Lépes traved Acha’s pessonal and professional trajectory,
showing his gradual political radicalisation until he was imprisoned
lnﬂ?ﬁ.omndblyfotmsﬁnndmmmmnﬂnybtﬁs
political activities. This discussion in turm connected directly with
Jaime Vindel's praposal. Vindel was also interested in “periodizing™
debates about the politicization of art, thiz time in Argentinz, in
otdnwundammdﬂudiﬁetmtmmofpolmwmpmm
but alzo to analyse the various interpretations of these historses,
To do this he salected two case studies that are fundamental to an
understanding of the evolution of debates in Argentina in the 1970s:
Ricardo Carpani and Ledn Ferrari. Vindel reviewed what has become
mwnuthc“iﬁwuynfoa‘.themnumttomdmldngﬁm
the Tucumén Arde actions in Rosario, from the perspective of thess
two very Influential individuals, and their agreements and differances
during the seventies, when debates about the place of the artist in the
revolution were being consalidated,
!nttbeobjecﬁmanﬂammum&ofﬁl&hkloﬁogﬁplﬂcﬂtwiﬁom
by Loper and Vindel are necessarily different. Juan Acha i & writer
who has been little studied in Peru and Loper’ aim was therefors to
historicize his work in Peru and Latin America more generally, Pechaps
Acha's most influential writings were those he produced in Mexico
during his years of exile following his release from prison, and his
conceptualizations, particularly his theory of “non-objectualism”,
ludwﬁempemsﬂominﬂuswuﬁnthmughomhﬁnm
Lopez’s intention is therefore to tell a history that has not been
told before, while Vindel's task is to review a history that Is already
pmoftheofﬁdalnaﬁomlnm&ﬁvzofmmﬁm.ﬁmlnunpm&
“Tucuman Arde, for exampte” his concern is to understand the various
ﬁnmnuomdm:mtdnﬁngmhuumofﬁwzom
century. For Vindel's second contribution, to the “Shared imaginariss”
panel, he focused on explaining the antecedents to the debate and
m&oﬁngthenmnmhotﬂertoidﬁ&ifymrepmdulytmdiﬁu:m
ways the history of the “itinerary of 68" has been told, retold and
myﬁddsed;andlnwdetwdarifythtyolitiulpodﬁouofm
within this debate, their adherence to or rejection of socialist realissy,
and their mutual confrantations.

When we started to think about this “Shared imaginaries” session
we were interested in the idea of the co-authorship of a common
understanding of Revolution during that period. But we were alss
aware that different meanings, complex polemics, and divesse socia-
pol!tiulmjomauooeﬁnnmyoneﬂmemhinthumemmm
We were therefore particularly interested in asking how this comman
understanding of Revolution might impsl many different movements.
mummﬁmemightbeumpmiedbyminmdnum&g.
andmhjenwﬂniditydependingonmecomat.manidenﬁfy
many examples of such disconnections and contradictions, Tt i
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clear that Juan Acha, as Miguel Léper explained, “confused” the
ideals of May ‘68 ‘with the political process in Peru under President
Velasco's self-styled "Revolutionary Government of the Armed Forces™,
Although Velasco proclaimed his sovernment as revolutionary it was
soon evident that this revolution did not share the concerns for
sexual and cultural tiberation that shaped the social movements in
Europe; on the contrary, it was repressive and authoritarian. Acha,
in contrast to many intellectuals in Latin America at the time such
as FervelraGullas, Glanber Rocha, Fradetico Marals or Marta Traba, did
not see underdevelopment as an identifying characteristic from which
to construct a Latin American artistic vanguard; on the contsary, as
Lbpez noted, for Acha the vanguard was the position from which to
combat underdevelopment.

The meaning attached to the idea of Revolution was & major
issue during the sixties and soventies. During this period artists
held frequent meetings to discuss relationships between art and
tevolution in an anti-imperialist context, fivst in Argentina (for
example, the first Encuentyo Nacional de Arte de Vanguardia was
held in Rosaric in 1968), then in Chile (Encuentro de Artistas
Plasticos del Cono Sur of 1972), and then Cuba where Encuentros
de Flastica Latinoamericana were held in 1972, 1973, 1976, 1879,
Sometimes such meetings were accompanied by exhibitions. We
can start to ask what was the role of the revolutionary in art. and
how these understandings travelled with the artist and their works
between contexts and different meetings. For instance, consider
the following two pieces, one made in Buerws Aties and the other
sent to Cuba - both in the sama year: the first, “Proceso & nuestra
realidad” was made for & competition organized in Aigentina in
August 1973, The prize was sponsored by a well-known brand of
sceylic paint, Acrilico Paolini, whose only requirement of entrants
was that they used their paint, In June of that year, when Ferén
had arrived in Buenos Aires’ Ezeiza airport following elghteen
yeam in exile, the right-wing Peronist militla shot into the crowd
killing 13 and injuring some 300 people. Perla Beneviste, Eduardo
Leonetti, Luis Pazos, Juan Carlos Romero and Edgardo Vigo decided
to participate in the Acrilico Paclini competition with a response
to the Ez¢iza massacte. In essence, the artists assembled 3 large
wall about six metres long and two metres high. Friends helped
them to carry it brick by brick up into. the gallery during hours
before the opening. Once érected they stuck up political posters
with portraits of the sixteen membars of a left wing Peronist militia
who had been killed In another massacre in Trelew, Patagonia, a year
earlier. Theso sixteen had been executed after attempting to escape
from jail. Among the various slogans irscribed on the wall two were
particularly well-known in the streets of Azgentina: “Apoyo a los
leales. Amasiic a los traldores”, and “Ezeiza es Trelew”, The acrylic
paint was prasent in the form of a drop of blood on & card with
the inecription “esta “qotadesangre™ denuncia que al pusblo no la
derrama indtilmente” (this "dropofblood” prociaims that the people
do not shed it in vain). The central idea of the installation was to
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bring the struggle on the streets into the art space. As Ana Longont
has said:
This is not about a peaceful, thoughtful “mtum to the
mussum” dut 2 violent eruption of the events of the street
into the relatively ustouched ambiance of the museum. A
teverse trajectory to the itinerary of 68 not only because
of the direction, but because the call to political viglence is
not enacting it, embedding it in the body of the an, of the
public and of the artist, but presenting it, transporting it
from the street whete &8 is already installed.”
Our second example appeared in October of that same year, 1973, in
the second Encuentro de Plistica Latincamericana in Havana, Thiz was
one of the most lively of the artists’ meetings and recsived extensive
coverage in the Cuban press; Moved by the recent coup in Chile. many
artists produced works, actions and Geclarations In support of the
Chilean people. The Argentinian artist Graciela Carnevale, however,
took a work to Havana that dealt with the Trelew massacre. The
image was of two bloodied bodies killed in the massacre, together
with a list of the names of all who had died, and at the end, one
of the key revolutionary slogans, “Hasta la victorla siempro”, Both
Carnevale’s work and the "Proceso a nuestya reatidad” of the Acritico
Paolini competition used the mural format but the context of each
mural is very different. In the first case the political struggie of
the streets violently intruded into the exhibition space where the
competition was being held, while in the second the artwork was
located in a space that affirms a political consensus, The context
therefore remains essential to an understanding of the political in
relation to art. But It is not just the secio-political or historical
context that is essential for an understanding of the work, but ales
the form of the display itself. Both pieces are murals, the dominant
medium of political art in Latin America from the time of the Mexican
Revolution, but the differences between them are considerable, with
a shift from activism to “monumentalism™ Both include a lat of the
dead plus representations of blood to denote the pain. In the “process
& nuestra realidad” the work refers to the threat of action; in ths case
of the piece sent to Havana it {s a record, 3 memory of the struggle.
There is a shift from Argentinian dissent to Cuban consensus, from
social and political struggle to the creating of political iconography.
The question revolves around how to mzintain the critical power of
art in Cuba, because denying art the power of resistance. the right to
challenge or intermagate ar indeed ta mock, is to deny its essence, the.
possibility of independent craativity,
The art which committed artists such as Ferrelra Gullar was defending
in Brazil* was that which Ana Longoni has described as “pamphiet art™,
an art of political propaganda raised to the statue of 2 high or fine
art. For this reason Gullar himself could not admit the compatibflity
between the vanguard and political compromise, because the
subjactivity and experimentation of the vanguard cannot be tamed of
subordinated to the ideology of & particular party. This argument was
vigorously defended by those who denied the possibility of 2 polltical
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art in Brazil in the seventies, such as Roberto Schwarz. Fidel Castro in
s famous speech of 1961, “Palabras 2 los intelectuales”, “words to
the intellectuals" spoke of the place of the intellectual in the Cuban
political process with ane of the mast famous of all his gronouncements:
Within the Revolution everything goes, against the Revolution nothing,
no rights. As discussed by Ana Longont, this language of consensus and
the renunclation of art's autonomy e closely Unked to the ethics of
sacrifice®, and to what Claudia Gilman has called "anti-intellectualiem
as revolutionary subordinating directive”, “el anti-intelecualismo como
subordinacién directiva revolucionara”. The case of the Cuban poet
Heberto Padilla, imprisoned in 1971 for writing the “wrong” kind of
poetry, created 3 dilemma for left-wing intellectuals in Latin America
and sround the warld. The dominant polemic required individual and
collective allegiance ‘of everyone; but suddenly it was clear that any
criticiam of the Revolution would be interpreted as a betrayal, dividing
International opinion, polarizing and radically strengthening the idea
that one had to be sither for or acainst the Revolution, It is therefore
not surprising that consensuc depended on omissions and silences, as
Gilman demonstrates and Vindel discussed in his paper.

But 2s Gilman has pointed out, the Padilla case just added fuel to 2
critical debate that had been developing over several years, It revealed
the cracks in the Left, both in lLatin America and internationally,
cracks that had been opensd ard explored in private discussions
linked to new intellecteal modele™ So if we now return to our
starting point: while May ‘68 was inspired in part by the revalutionary
wave of Latin America, at the same time both Paris and Prague
genetated the need to create new models for the left. And surely
then in turn, these changes initiated in Ewrope were furidamental
10 opening up another debate which exploded with the Padilla case,
exposing the dissatisfaction of many intellectuals in the face of the
subordination of culture to the necessities of the Revolution, In other
words, we can argue that the Cuban Revolution and Guevara's project
encouraged Eusopean demands for change in the face of the unitary
and authoritarian vistons of the traditional tsft, and that thess Latin
American sources were interpreted and Incorporated accerding to
geopolitical linkages specific to the old continent: but paradoxicaity
it is also true that aspects of the critical movement around May "68
in Europe in turn influenced events in Latin America, resulting in
the progressive fragmentation of the left during the seventies and
the consolidation of 2 polarised division which put at rigk the
intercontinental Revolution itself,

Anocther example of the sorts of shifting contaxt with which we are
concerned can be seen in the famous image of Che Guevara based on
& photograph by Alberto Eorda, so populsr on Cuban banners, and
which after Che's death in 1967 spread like & virus around the world
to become an icon of leftist demonstrations everywhere. Haddeley
discussed how this dsbate was present in Europe when Charles
Harrison, pressnting an exhibition of British artists in New York in
1971, criticised the over-use of the Guevara Image and questioned the
tupposed radicaiism of those who refarenced it in their work. Images,

like words and concepts. travel and accumulats different meanings,
often becaming receptacles for contradictory ideas. In 1969 the
Argentinian Roberto Jacoby also used the famous portrait for & poster
entitied, with bitter sarcasm. “Un guerriilero no muere para qua g lo
cuelgue en la pared” (A guersilla doesn’t die to be hung on a wall),
o1, we could add, to decorate one's “engagement”. Once again, wo see
differing engagements with an image - one belonging to a context of
consensus, ane 1o a context of struggle,
it is notable that today many different scholars are returning to
theorists and artists of the sixties and seventies. I ke as {f this was the
moment when theory had besn abls to achieve political agency and
o have a substantive relationship with social struggle. As we haye
saon, onwe of the main concerns during this period was to understand
the role of the intellectual elites within the struggle. It appears that
we are today drawn back to these suthors and their texts because of
the current absence of analogous debates. At a conference ¢haired by
Isobel Whitelega at INTVA, the Institute of International Visual Arts In
November 2010, Peter Hallward argued for the need to tatum ta what
he called the “anticolonial” texts from the seventies. For us, these
2ccounts from the sixties and seventies can provide ways of critiquing
current relztionships between theory and action in politics, and of
highlighting failures in the du!lopmeat of posteolonial theory and
post-structuralism - particularly their dissaciztion from the domain
of political action. Eduardo Grilners conclusions, in sittating the
palitical pasition of Pasolini and Sartre, are similar:
This “style” of thinking and making amt and culture
is considerably more radical and questioning than the
“rhyzomatic dispersions™ of so-called postmodemnism, with
its tisk of & displacing of the dimension of violent domination
and cuirunl conflict behind an exhilarated celebration of
multicultural “differences™. In our context of global capitalist
crisis, it would be far from useless to retum to thinkers lke
Sastre and Pasolini, who had the courage of confronting the
sometimes unbearable tensions of cultural clash.
In short, maybe thiz perennial return to the sixties and seventies
simply underlines our own failure to génerate contemporary models
for participation as academics engaging in social resistance. It might
also provide inspiration and ideas a5 we look to overcome this failure
and engage moce thoroughly with the domain of political action,
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Tucuman Arde, for example
Isobel Whitelegg

(pages 34-46)

Introduction

As Valerie Fraser indicates in the introduction to this
dossier, the project Meeting Margins, Transnational Ast in Europe &
Latin Americzs is one instance of an increasingly prevalent focus on
border-crossing artistic exchange. Such exchanges are ofter recovered
in order to dismantle nationally determined histories and schools of
art. One impetus for proposing this project of research was that of
observing the emergence of this phenomenon in relation to the field
of Latin Amerigan art history, and wanting to contribute to it but also
to scrutinise the premises and aporizs of & marked tum from nation
to relation.
The terms according to which this tum is articulated are often
pacific - productive dislogue, meaningful influence, breaking down
of borders. At first glance such terms may suggest preximity, and
mutual comprehension. The circumstances in which ant was produced
and distributed during the period of time we have bracketed for
analysis, howeves, mitigate proximity and immediate understanding,
The institutisnalisation of politicl repression in South American
countries was - in enforcing or provoking migration - perversely
generative of "transnational encounter”; but for every artist made
available to Anglo-Saxon art history thanks to their exile, there is
another who is obscuved from the records by the marked withdrawal
on political grounds of prominent European and North American
critics from internationalist events in Latin American countries. The
period under study is also one af burgeoning mass-communication,
an augmented ability to comprehend events from a distance, The
mediation of art and events makes information available but is also &
mark of distance between production and reception, the witnessing of
an action and its imaginative re-construction.
These two factors come together in the less visible channels by
which art in Latin America conducted trans-national contact under
political circumstances, for instance through the internatiopal
distribution and receipt of art works in the form of photegraphic or
filmic segister, performance score and documentation’. Such forms of
circulation underscore the gap between work 2nd reception; rather
than viewing “encounter” as synchronous meating in the space of the
shared event. there is 2 daferal, 3 gap between sending and receiving,
an impossibility of direct contact that became in itself a space that
could be inhabited poetically. One instance of such a practice is the
project “Incluir os Excluidos” - mounted by the Brazilian artists
Francisco Ifiarrz, Genilson Scares and Lydia Okumura for the Jovem
Arte Contsmporanez at the Mus=u de Arte Contemporanea in 1972
- far which the artists solicited and developed proposals by absent
international artists (including Jannis Kounellls, Jean-dacques Castex
and Erika Steinberger - with the addition of the impromptu “Titule
Pra Um Projeto Atisente”, a response to the unanticipated action of
waiting for a proposal by Daniel Buren to arrive).
Any ephemeral event as object of ast historleal study - from
performance to happening to exhibition - requires reconstruction from
an assemblage of evidence thet may or not include living memory of
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of time-bound work, and especially work explicitly contingent to
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historian in general - re-assembling the lost social comtext that ls
inneqraltolhnwwl(sfnmand-l!mybomumd-(ummdm,
intent and efficacy.

As it also evidenced by Michael Asbury’s contribution to this dossier,
hmnognphyhuemgedunm:mmafﬂeeﬁngmmms,
Transnational Art in Europe and Latln America, At the far resch of
our aims iz the objective of the writing of art histery away from tha
paints rormally relied on to nanate the development of post-war art;
when the project was drafted, this entailed a deliberate geographical
shift - the decision to focus on Evrope and Latin America, in counter-
balance ta the hahitual reliance on New Yotk 25 the pale of critical art
In the post-war years. As a project concemed with trans-nationality
it also implies a second shift: away from activities accrued within
certain sustained centres, towards the processes that farm point-
to-peint links - the development of networks, the extension and
differentiation of spheres of influence, the production of imaginaries.
A censequence has been a marked focus on particular types of art
histarical object: often, the case studies on which we rely are ideas o
works in circulation, as well as temporary formations - events such as
critical meetings or exhibitions.

The exhibition may be presupposed to be generative event par
excellence for the types of process favoured by & trapsmational
historiography. The exhibition is - traditionally - predisposed
to hoth enhanced visibility, and international mediation, In line
with the “living contact™ desired by the #inst Sio Paule Biesal, an
exhibition may provide excuse, site and platform for planned or
accidental encounters between normally dispersed agents, creating
localised affects while being projected towards - and creating - an
International public sphore. Thus an exhibition may be an event
necessary to sustaining networks, augmenting visibility, allowing
influence to ocrur,

But as an assemblage of locat events and trans-national projections
meuhibiﬁmormdnuuinmoﬁonreliﬁomdunmﬁudby
diffesence, conflict or contradiction.

Leaming from Tucumdn

The part of the Meeting Margins conference entitled “Tucumin
Arde, for example” was 3 means of thinking through some of the
tmplications of addressing events and exhibitions as historicgraphical
focal paints, or as case studies for our research. It also began from
a conzideration of how the paradigmatic status of Tucumén Avde
night impinge on our Interpretative expectations when considering
other examples of practice that were operative at the same time and
beneath similar conditions - the institutionallsation of politicsl

repreacion and, concomitantly, neoliberal economic policy. Ous
praject of research s also coincident with a critical extension of the
discipline of art histary, namely an emergens interest in addressing
the exhibition as'a distinct formation, considering the possibility of
narrating a history of art that places such formations at its centre ang
also the methodological challonges inherent to this reconstructive
form of historlography, As such, it ls a field of activity that may be
informative to the challenges of Moeting Margins,

The extent to which Latin American landmarks appear within
:mmmmmunmplywudmmuugm%m
emblematic biennales - S&0 Panlo and Havana, In terms of scrutiny
placed on 2 single rather than a cyclical event, Tucumin Arde s
the prevailing Latin American example to have been deawn into to
exhibition studies and cognate fields. Tucuman Arde was a collective
project of political action that tuak place in Argenting i late 1965,
Mnhﬂﬁﬁom.ommgodfwmmehnthehndqmmuf
the TGT trade union in Rosario, ancther staged at the same union's
Buenos Alres HO and closed within days, were elements of a project
that deliberately sousht to subvert other available means of putting
information into public circulation?,

Alongside other octivities - documentation and the circulation
of leading and misleading information, via the press, Ny-posting,
graffit and advertisement - the Tocumén Arde exhibitions are
of interest to researchers concerned with that distinct spatio-
temporal form. The taking ylace of an exhibition as an occupation
of the offices of a political organisation together with a distinet
combination of overlaid, jarring, and aggressive forms of SEnSoTy
stimuli, aliows Tocumin Arde ta be appropriated within & eritical
gensalogy of curatorial practice, As an exhibitlon, what Tucuman
Arde sought to expose - rather than works of art - was a present
situation (the mality) of the province of Tucuman, The actions of
Tucumin Arde were intended as 4 process of counterinformation
thntvmdd:ubventlnmmotionof’olnndﬂnnmun'-
the name given to a seriez of measures promoting ingustry, and
diversifying - agriculture, launched by the Ongania dictatorship in
1986, The sugar mills that had provided work for a large part of the
population of Tucumin were closed down. While the government
wave promoting it as “Tucumdn, Garden of the Republic® the reglon
had siid into sevare poverty.

Our teasons for drawing the example of Tucumén Arde into the
hmofﬂeed!lgnngiusmmo-fold.unﬂasaddzwiwm
immovable exemplarity and mythic status, we wanted 2o consider
how {t was spprehended trane-nationally at the time of its making
and, from this, to consider the fact that no matter however
proximate the time between occurring in Avgentina and becoming
influential to critical thinkers elsewhere, the svent itself could not
but be substituted by its imaginative reconstruction - informed by
the demands of the different critical contexts Into which it was
drawn. The mapit slippage of event inta discourse or “meaningful
Influence” has continued more recently in forms that have been
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problematic, Tucuman Arde has variously been requested to
appear as exemplar of Latin American conceptualism, or - via its
persistence circulation as archival documentation in the context of
contemporary internationatist exhibitions - s an artwork.

Prior to successive re-discoveties, over the past decade, and its
persistent circulation as archival documentation within the context
of contemporary globatisad exhibitions, Tucumin Arde had impinged
upan two prominent thinkers in two prominent places, Lucy Lippard
in New York and Jean Clay in Paris, each of whom had entered into
contact with the artists involved in Tocomén Arde’ while in Buenos
Aires for other {and more intemationalist) reasons, having both
been invited to participate in the jury of the September 1968 salen
“Materials, New Techniques, New Expressions”, There is an slement
of serendipity to this meeting - but it is also indicazive of the fact
that although the Tucumin Arde artists expressed commitment to
national activism and with it a turning away from the internationalist
Impetus represented by Buencs Aives' cosmopolitan institutions, they
did not conceal their project from an already established international
interest in the Argentine avant-garde.

Lucy Lippard has remalned & consistent contributor to the critical
memory of Torumin Arde, Reference to her 1968 visit to Amgentina
iz made, at various points, within her celebrated publication Six
Years: The Dematerialization of the Art Object from 1666 to 1972,
In "Escape Attempis”, the essay that introduces that book, she gives
considerable weight to the experience, as her “"second branch of
access to what became Conceptual Art”, one whoss affect was that
of returning to New York "belatedly radicalized” by the “mixture of
political and conceptual ideas™ to which she had been axposed, Mors
tecently, she has stated: “this was the first time I had heard artists
2y that they were not going to make art until the world was changed
for the better. It made a profound impression on me.™

In Lippard’s case, the event of influence occurred in the transition
fram subjective radicalization into a new apprehension of how she
as an artist should or could act within her own loral milieu, New
York. It might be seen as a flashpoint without which a committed
involyement in the Art Worker’s Coalition (AWC), and Artists and
Writers Protest (AWP) soon after her return might othenwise have
not occurred - even without which actions such as the 1969 “Mass
Anti-War Mail-in” may not have pushed artistic practice further
towards the frisson of direct action, As examined in “Les Sud-
Americains de Paris: Latin American Artists and Cultural Resistance
in Robho Magazine”, & recent article by Isabel Plante,' Jean Clay's
affective response to meeting some of the artists who were to be
invalved in the realization of Tucuman Arde would appear to be
equally strong. Soon after returning to Paris, Clay wrote to Julio (e
Parc, relaying plans ta publish an Argentinian version of Robho (the
magazine that he co-edited with poet Julien Blaine) in partnership
with the Buenos-Aires based cultural promoter Jorge Glusberg - a
figure whose political position differed significantly from that
expressed by Tucumin Arde. This enterprise was to begin with

artists connected directly or indirectly to Tucuman Arde (“the group

‘of Margerita Paksa and Pablo Sudrez: very exciting!”).!

That idea did not materialize; but in its place was the incorporation of
the "Dossier Argentine: Tucumin brile. Les fils de Marx et Mondnan®
in a 1971 double-edition of Robho that also included a parallel focus
on practices exploring peiception - including the work of Oiticica,
Gerchman, John Dugger and Lygia Pape. Tucuman Arde was for Clay
another instance of the same “goological fissure™ - one he perceived
to be opening up beneath “commodity civilization and the aesthetics
It has engendered”. For Clay, this was a fissure that ran across borders
(or at least connected the dispersed practices that he himself had
encounterad): “From Vietnam theatre to Puerto Rican theatre in
New Yotk passing through the ‘Asgentine radicals, the Brazillan
Tropicalists, the Exploding Galaxy of London”’

Each case was, for Clay, motivated by the same anti-imperialistic,
anti-capitalistic rupture, from which “new values are bomn: collective
and mass action, non-property. spontaneity, direct capture of the
real”* Clay’s identification of Tucumain Axde as the work of sons of
Mondrian znd Marx occurred in the wake of a newly sadicalized tone
taken by Kobho. As Isabel Plante observes, the caver of the first lssue
published post-May 68 not anly festured 2 non-art photograph (an
athlete raising his first in salute to the Black Panthers on the winners
podium of the 1968 Otympics in Mexico) but abandoned lts previous
geometrical symmetry in favour of juxtaposing that fmage with the
identifying statement “theatre guerrilla” - presented in white on
black type, pasted at 2 deliberately carsless angle.

The adoptian of a different assthetic for the cover was echoed by
an alteration in content - less qeometric and kinetic work, more
documentation of recent experiences in art and thestre. This issue
acceletated an already established concern with retrieving and
retaining the critical power of kineticiam and other practices of
constyuctivist orfgin, including the propositions, experiments and ways
of working exemplified by the recent work of astists such as Clark,
Diticica and David Medalla, experiences that were, imporzantly for Clay,
incampatible with capitalist imperialism and commodity-fetishism,

Tucumin Arde is a café-bar on Rivadavia 380, Pilar, Buenos Alres’
Clay and Lippaid's attraction to the "Argentine radicals” became a
means to identify, or motivate, a heightened political edgs, with
regard to practices in their more immediate milisux. As such,
each instigates 3 complication of the more recent mobilization of
Tucuman Arde as example of Latin American conceptuatism placed in
opposition to de-politicized, "tautolegical” or “znalytical” British and
Notth American conceptual art, The origin of this rhetorical device
was the North American curator Mari Carmen Ramirez’s appropriation
of the term "idsological conceptualism”, as used in 1974 by both
Jorge Glusberg™ and the Spanish art historlan Simén Marchin Fiz -
the 1atter of whom she cites.

Ideological vs. tautological was an interpretative formula first used by
Ramirez in the essay “Blueprint Clrcuits: Conceptual Art and Politics
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in Latin America™, the catalogue text for the MOMA-curated 1992
exhibition Latin American Artists of the Twentisth Century. As is
noted by Migisl A. Lopez in the recent essay "How Do We Enow What
Latin American Conceptuatism Looks ike?"," It was one repeated,
with minimal adjustment, in texts for two later shows, “Global
Conceptualism”™ (Queens Museum, New York, 1398) and “Invarted
Utoplas” (Museum of Fine Arts Houston, 2004), The need to confer
“unitary legibility” upon dispersed practices was set by the shared
purpose of each version of the essay, exhibitlons concerned with
Latin American Art” (a domain that Hamirez commanly addresses
with a proprietary "ours”}). “Blueprint Circults” also sarved a function
of presaing urgency within Remirer' own immediate milieu; she
was writing against 2 common assumption that Eatin American
conceptual art was belated and imitative version of an onginsl Anglo-
Ushmmion.wpexhuhu!mmdhnirmﬁomuthlhopefan
politicization of conceptualism that could also assign “positive value
to an apparent Latin American difference™

Tha blind spots of this binary apposition have been raised by several
critics, including ~ to name thase that were present at our conference
dlscussion ~ Migeel A, Lopez, Jaime Vindel. Olga Fernindez Liper
and Zanna Gilbert, But, as Miguel A. Lopez' aforementioned essay
also Indicates, it is not this interpretation itself that is “wrong”,
Theenorkpuh;psd\aohhctufmenuononthepmdthou
who have succumbed to its very persuasiveness. The content of 2
catalogue essay - that is, a text commissionsd to serve specific
purposes, for author and institution - has been taken up and re-
applied as an easily available normative category, within mainstream
uvisiomofmmrt\nlm.“mistmubnnqnotonlyhuux
the Latin American supplement of political difference appeass to
be treated, at times, as “mystifying clichd” but also because this
hbinarylnglcdutfoxeztﬂnhenndumvudnpoﬁﬂdm
demmmmdcunupmlmmi:wwua
displacement of political or ethical responsibility, to the safety of a
far-away, exotically repressive or impoverished place,
mahmzuudmndmmyuymvddeamﬁvemepuon
to this problematic rule, the very enthusiasm of their readings -
ahngﬁhdmeolbnhumdomm-mmpedycﬂt&d
mwdmmndmmm.mqmmum
“the struggle of Latin American historiogtaphy to place local episodes
within global namatives, in an attempt to counter the dominant
geographies of art, has been successful "™ Uncsitical celebration is no
langer a requived strategy,
Umt:tzﬂsﬁ:afthcmdingspz&n:edbybothldu?nﬂnlmelg:
Femnindez Lépex, in the context of our conference, is the need - and
pmentaﬂhw—madﬁxmdnwbjedofmminwmw.in
terms of some of the blind spots of the action itself, Both presentations
were also informed by looking more directly at what - in material
father than rhetorical terms - is available to us in the present as
mmm.fmwmdamwmqmmms.
mdtmnuibuﬁumethnsﬁmbeammwthediﬁmumﬁhn

ofmedaﬂywh&titi:thalweanr!fmiugmhy’mcmﬂnm‘-
uuehomanmeﬂuthurrquheduwiumteﬁa[agenqolmh.
Jaime Vindel's contribution addressed the relation between the
wmmdmhumh-bykm:mdmmmlybymis
Camnitzer's study Conceptualism in Latin American Art; didacties
of liberation (2007) - and a pedagogical conception of art which
itselfkmuponumdelofmmxﬂcaﬂwdﬁm: “An ideal of
mnxymnq’inwlﬂth'specutmmndnmdw'pudvemnm
ofself-evldmtmwﬁnxonedpienuohm&agnhatm!hm
to imitate the behavioural patterns that are played out for them.™*
As Vindel stated:
Without belittling the oweérall importance of avant-garde
hﬁnmw:mmmmunuwm“nmhnm
Arde, they neverthetess revealed the paradoxes and vislence
of communicative logic, given that the artists proclaimed
themselves spokespersons of the smancipatory interests
of the people, whose awareness they tried to raise without
much reflection, According to this contradiction [ ] the
effectiveness of art could only come about - if at all - when
lhnnduien!mhmdme!nunﬁmdthmitixmed
fram."
Thevalmof‘hrumﬁrxjndgndbympwmnfef&mnmeﬁnn
is therefore precarious; a circumvention presentad by Vindel was that
ofnhi&fmnmwixwitinmmofmpuan,mviumgthncﬁon
as the production of knowledge:
Lerespective of the declared Intentionality of the artiets,
Udahanmchmnuenahlznmuhwhenitmmu
wgivingmxcmlo!pmjemmcha‘mcumlnm;
in which the amount of material compiled meant that its
mception could only be partial - in the double sense of the
word. There (s, in fact, always an irreducibie gap between
the artist’s intention and the spectator's reception, which
is at odds with the communicative model of political art
anditstendancytopnmmuthnhsmagesm{ully
understood, in a projection of the idsal self-awareness of
the artist onto the spectator. We can thus claim that there
Wat not one single Tucumin Axde. but rather multiple
readings of an archive that is of greater pedagogic and
political importance than any professed predetermination
of its effects. This allows us to approach the 1960s Tucuman
Arﬂoexhihmomuphyﬁalumxlomdmmnnnged
an archive that was put together following & procass of field
work. a “way of doing” that subsequent practices would
return 10 again and again,'*
An important repercussion of this argument is that it shifts the
waight of responsibility to the custodians of the body of produced
knowtedge that Tucumdn Arde, as archive, represents. Although
parts of this archive have been mountad on the walls of sxhibition
venues, numerous times, it remaing difficult to ascertain what we
ase locking at, or Indeed what a curator might hope to be taking
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place, when a series of selected photographs and documents are
posted on the walls of a themed biennale or Documenta (at times
helpfully enlarged, so that they may approximate the familiar visual
experisnce of a discrete painting or photagraph).” The currency of
the name “Tucuman Arde” ltself might mean that we are in fact
simply seeing the apparition of a cliché - not reading the archival
fragments in front of s, but rather projecting upan them all that
they have been asked to represent.
Olga Fernindez Lopez’ engagement with Tucuman Arde arises from
a concern with the specificities of the exhibition medium, and 2
critical engagement with the history of exhibitions and gensalogy
of cusatorisl practice. As such, her presentation focused dacisively
an one phase of the process - {ts materalisstion as exhibition. In
conjunetion with Vindel's critigue of recent exhibitions of Tocuman's
axchival rematng, this is an approach that eaises a point that is chvious
- but zlso worthy of considenation, Tucuman Arde exhibited ivself - o1
became-exhibition - as one part of it yrogrammatic development yet
the distinet strategies of visibility used in Rosario and Buenos Rires
a1z mrely retrieved in the process of the archive of Tucuman Arde
hecoming exhibition or artwork in the context of current curatorial
practice.
Fesnandez Lopes” ability to re-imagine the specific configuration of
the Tucuman Arde exhibitions rested on iconic Imzges of the two
events, together with & namative created by a journalist writing
for the TGT unien'’s magazine, This “virtual visit” to the short-lived
Buengs Alres edition emphasises the esperlence 23 an emotional
joumey: inaugurated by the acerbic advertisement "Visit Tucumén:
Garden of Misery™ at the entrance, continued through the overiaying
of conflicting soands in the first room — an “unusual atmosphere that
disconcerts and intrigues whoever comes off-guard™™ - and r2aching
o peak In the transformation of the ninth floor meeting youm inta a
film theatre where,
Over a2 modest white cloth, & 10 minute documentary fim
was screened, showing images of the dismantled factories,
the abandaned villages and the impoverished Inhabitants.
After the screening, a 12 minute diaporama showed the
photographs taken by the team who went to Tucuman,
synchionized with a recorded interview to the son of
Hilda Guerrero, the unionist killed in one of Tucumdn's
demonstrations.”
As Ferndnder Lopez acknowledged, her effort to retrieve Tucumdn
Arde as exhibition is an exercise of imagination based upon rzaging
between the lines of & partisan journalistic account, together with
looking at a series of iconic installation shots. This acknowledgement
of the re-constructive process of re<imagining a spatio-temporal
event was brought together with the observation that, for certain
of the artists involved in the realization of the project, the myth
of communicative efficacy addressed by Vindel was upheld too by
a blind faith in the indexicality of the photograph as a means of
documenting their subjects . Photographs of devastated people and

plammlppm:heduidimmdunmdhudhupdmofm
reality of Tucuman, recalting Jean Clay's enthusizstic endorsement
of these children of Mondrian and Marx' ability to engage in “direct
capture of the real””

As such, the motivation of artists involved in Tucumin to distribute
- after the end of the project - a dossier of documentation to critics
such as Lippard 2nd Clay might have been precisely that of wanting
to spread Information not as the promotion of a radical aesthetic
mdmubutuadmmmmmﬂnnuyoMMada
ximatinnengeudeadbymo-lmmn:tmmm-apo\iﬁuinm:h
Europe and the USA are also implicated.

Tucumin Arde is a happening that did not take place
A further complication to the question of what, or rather whom, we
are sddressing by Tecumédn Atde, is its status as 3 coliactive groject,
imo\vmgnnmzduﬁm.“unnasmwmtﬂymmd
mass of students, activists, and union-leaders, Even in the process of
identifying an apparently blind adherence to myths of communicative
efficacy anéd photographic Indexicality - Tucumin Arde might
beheinguuudasamnumdvoia,umcomeimlushqh
Iistorical sebject (such as, for Vindet and Fernandez Lopez, the people
of Tucuman were for those artists). Tucumdn Arde did represent the
first product of a unanimous decision, to break from art into direct
sction: bot might it not also be necessary to consider that rupture
does not imply amnesia, the forgetting of the previous practices and
mmﬁmmmmmmm&mmu.nuwnmm
call the words of Roberto Jacoby to witness, as articulated in relation
ta a 1966 episode of the Argentine avant-guarde, the first works of the
group Arte de los Medios:™
n & mass clvilisation, people are not in direct contact with
cultural svents. For example, & mass zudience does not s2e an
exhibitiom, attend a Happening, or go to a soccer game, but
it does see footage of the event on the news, Actual artistic
events are no longer important in terms of their diffusion,
because they only reach a Umited audience [...] in the final
analysée, it iz of no interest to information consumers if an
exhibition took place or not; all that mattess is the image of
the artistic event constructed by the media.®
This stztement related to the realisation of “Happening for a Dead
Wild Boar". A work vcowring within and using media “ostensibly
associated with the real (photographs, witness accounts, newspaper
articles) this was a programmatic censtruction of 2 myth,  factual
account of a Happening thet did not take place. It was not a “moral
cnuqueabonnhemmemmdiafunuhned'mn'jnhqn
{ournalism”® but, as Jacoby has stated, it spake to:
the parsdax between the characteristics of the Happening
(the lack of mediation, direct communication with objects
and pessons, short distance between the viewer and the
viewnd) and a great deal of mediation between the objects
and events, the non-participation of the receptos; in shart,
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the conditions imposed by the mass medis as & means of
communication.”'
It is interesting to consider Jacoby's investigation of the “play
between the reality of things and the unreality of information,
between the reality of information and the unreality of things™ in
refation to the fact that it was he who mailed 2 dossier of information
on Tucumén Arde to Jean Clay in Paris. Did the demand of political
necessity enforce a suspension of doubt concerning the reality and
unreality of such information, and the reality and unreality of how
the “things” of Tucumén would be receiyed? Tucumin Arde was not
@ kitsch "Happening” of a stultified, decadent avant-garde, but it
is nevertheless an event whose present reality derives from 2 set of
material evidence similar to that carefully constructed by the Arte de
1os Medios group in order to set the co-ordinates of & non-existent
reality - oral reports, photagraphs, press articles. To again gquate
Jacoby:
the point is to think then of an art of chjects that we
are not yet prepared to imagine, the material of which
must not be physical but social and whose form should be
canstructed thiough systematic transformation of common
structures.™
For Jacoby, these are “objects, In short, that will be difficult to
preserve in museums for future generations.” I am not wishing to
create a myth of my own, to suggest, in any sericus way, that Tucumin
Arde did not take place, Tt remains, howeves, an xample of how a
distant event has been made to appear firmly in the imagination,
according to the “construction from data received” and “based on the
meaning that data acquires”** The precarious, partisan nature of the
material upon which the reality of Tucuman Arde rests brings it back
into the realm of other unsiable objects of our enquiry. These inciude
the information and networks produced and made visible to different
degrees by the actions and materials of Nueve Poesia, Feema-Processo,
and the mail art exhibitions organised by artists such ag Clemente
Fadin, Jorge Caraballo, Edgardo Antonio Vige and Horaclo Zabala - as
sddressed respectively by Fernanda Davies, Femando Nogusira and
Zanna Gilhert, three further contributors to the Meeting Margins
conference whose studles remain unaddressed within the scope of
this réview.”!
As such, the project Mesting Margins, Transnationzl Art in Europe
and Latin America should not be undezstood 2s 2 mere revision of
existing fields of knowledge according to a benign enthusiasm for
the discovery of felicitous meetings - but alsa as a challenge to the
epistemological ground of existing narratives. and an =ffort to re-
inscribe other trans-national processes and practices - including those
which, by the operstion of censorship, self-censorship, clandestine
disguite. or simple neglect. are now retrieved in forms that place them
in a doubtful terain between possible fction and possible fact. It ia
aiso an effort, in short, to emphasise the distances, differences, gaps
and invisibilities persisting within the language of so-called trans-
national encounter.,
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