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Passim, inc. is a not-for-profit organization founded in 1993 to promote
understanding and exchange among the many cultures of the Americas. Its goal
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and all of the galleries that kindly lend us their support with advertisement.

Many thanks to: Lilian and Jorge Antelo, Corina Crosetti, Jane Lombard,
David Maupin, Pablo del Val, Clarisa Ruiz, our small and dedicated staff and our contributors.

Passim, inc. es una organizacion sin fines de lucro fundada en 1993 para promover
el entendimiento y el intercambio entre las diversas culturas de las Américas. Su
objetivo es suministrar un foro abierto para la investigacion de dichas culturas y

los contextos en los que son producidas y redefinidas.

El primero de los proyectos a través de los cuales Passim, inc. intenta alcanzar sus
objetivos es TRANS > arts.cultures.media, en sus dos versiones, impresa y electronica.

La publicacion de este segundo ntimero de TRANS > ha sido posible gracias al
generoso apoyo de los siguientes individuos e instituciones:
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Domingo, Bogota; Vega del Rey, Mexico; Billy and Carmina Wightman, Bogota;
Patrocinadores Anonimos: y todas las galerias que tan amablemente nos han
proporcionado su apoyo por medio de los anuncios.

Muchas gracias a: Lilian y Jorge Antelo, Corina Crosetti, Jane Lombard,
David Maupin, Pablo del Val, Clarisa Ruiz, a nuestro pequeno y dedicado equipo y
a nuestros colaboradores.
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> critical trance trance critico

In today’s U.S. of A., we still believe in the efficacy of (upward) class mobility, even
though the idea of class itself is under siege. It’s not as if the evolution of capitalism
in the United States has swept away class distinctions, magically establishing the

conditions for a beneficent “classless” society.

Something more pernicious has unfolded: an already dis-
abled middle class is being forced to the brink of extinc-
tion by complex and unforgiving economic cycles. One can
almost imagine museums and zoos devoted to the middle
class in the not too distant future. But still, people hold
on to hope: the poor and welfare classes aspire to the
middle (which will likely disappear before their arrival),
the middle seek flight into the echelons of the upper-
upper middle class (i.e., the proto-wealthy) before the rug
is pulled out from under their feet, and the rich just want
to get richer. (Who wouldn’t?) When (and if) the middle
drops out, a society based on economic bi-polarity will
have arisen, and that's when things will no doubt begin to
spin out of control. But, in the meantime, prior to the
apocalyptic doom and gloom, there’s still time for folks to
aspire to become what they are not, or to desire that
proverbial greener valley.

Most people want what they do not have. Some have
what they do not want. Only a few want what they have.
However, in the main, folks just want what they want,
and you can’t really argue with that.

But people do engage in a great deal of coveting these
days (well, it has always been this way, regardless of the
moral or ethical “prohibitions”), and that drives people to
do what it takes to get what they want. Or to be all that
they can or might be.

Schmoozing is one strategy of getting what one
desires. Slumming is quite another technigue. What are
these activities? And how are they distinct, conceptually or
otherwise? Who slums - and who schmoozes? More to the
point, who doesn't? Perhaps the following conceptual dis-
tinction will be of some value. Schmoozing is a behavioral
condition, often witnessed at parties, dinners, benefits
and other collective events, and its emergence can be
understood as a response to the evolution of professional
or technocratic cultures in which one’s personal “moves”
are generally understood on political terms within particu-
lar disciplinary and social arenas. The activity of slumming,
on the other hand, involves a distinct set of psychological
and cultural strategies. The slummer is not merely inter-
ested in momentarily experiencing a different cultural or
social milieu, but, on a more profound level, seeks to
insinuate himself into that milieu. Slumming may be mani-

fested not ony through a symbolic self-demotion into a
perceived “lower” (i.e., economic, class) environment for
the purpose of thrill-seeking or vicarious entertainment,
but can also be articulated as a strategy of penetration
into any kind of cultural milieu (e.g., class position, eth-
nic grouping, etc.) for the purposes of self-aggrandize-
ment. This broader definition of slumming is what inter-
ests me here, as it invariably involves the construction of
a parasitic (i.e., vampyric) relationship to the “host” body
or institution, whereas schmoozing is merely a form of
social flirtation.

Andy Warhol is an interesting case in point. Warhol
slummed in the celebrity world until he himself became a
bona fide celebrity, and from that moment on, he merely
schmoozed with other pop culture luminaries. The
Factory, and later Interview magazine, were the two pri-
mary venues that Warhol utilized to make his move from
slummer to schmoozer.

Schmoozing is a tactic of survival in relation to fields
of professional and intellectual specialization. As a tech-
nigue of self-preservation (i.e., self-advancement) its
“mercenary” morality cannot be easily reproached. For
schmoozing has become an important technique of human
self-preservation, and to challenge the moral efficacy of
self-preservation - or self-advancement - would be sheer
folly. After all, there might be little cultural, political or
social “progress” without schmoozing! When people
schmooze, you know that they want something, and gen-
erally it’s what they don’t yet have; but since everyone is
doing it, schmoozing becomes a reciprocal social activity.
In fact, it's a primary conduit of profession or career-
based socialization, and therefore relatively benign - and
entirely pragmatic. Deals happen when people schmooze.

Slumming is quite different. It moves beyond the rel-
atively benign politics of social elbow-rubbing that we
find in schmoozing to become a pernicious form of cultur-
al re-appropriation. Schmoozing damages no one, since
almost everyone engages in it, and everyone “exploits”
each other mutually in the process; there is an agreed-
upon politics of interaction.

Slumming, on the other hand, is much more about
empowering oneself by dis-empowering another, all the
while pretending that the exact opposite is occurring. In
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> critical trance trance critico

a sense, slumming is a practice of bad faith social-profes-
sional “positioning”- a gesture of cultural, ideological
and social alignment and re-alignment that reeks of
exploitation. In schmoozing, there is a momentary modi-
fication of “identity,” even a fleeting suspension of it, as
one adopts a persona demanded by the ritual theatrics of
socialization; but then there is a symbolic return. Those
who slum, however, do so in order to re-invent them-
selves, albeit vicariously, in relation to others, in order to
be perceived in a different light - but they can never own
up to their dubious aspirations. From beginning to end,
the slummer is only truly interested in the perception of
others: the best slummers are consummate actors. They
have no intrinsic ideas, talents, skills, or inspirations -
only career ambitions. Slummers live their lives, continu-
ously, in front of a mirror, relying upon their ability to
establish parasitic relationships with people, ideas, cul-
tures. In a sense, they are the most successful practition-
ers of dilettantism. Kato Kaelin, the dilettante actor, is
an interesting case in point. Kato first schmoozed with
0.J. and Nicole. Not only did he become 0.J."s “friend,”
he slummed in 0.J.’s world. We've all known people like
Kato Kaelin, and his brand of slumming was not particu-
larly pernicious, even though, like all slummers, he con-
tinually denied that he was slumming.

Slumming is about a certain kind of fakery, and often
reveals itself as a symptom of decadence — or, to putita
somewhat different way, the product of a practiced deca-
dence. And perhaps that’s why we observe so much of it
during the so-called fin-de-siécle period. The fakery of
slumming is often disguised behind a (bad faith) effort
to identify oneself with cultural, ideological, artistic or
political tendencies and trends for the sake of outward
perception, and this all takes place within well-defined
areas of the culture. And what of “inter-disciplinary” or
“cross-cultural” methodologies in the realm of academia
or criticism? Isn't there a little slumming that goes on
every time a “specialist” from one field migrates or trav-
els into a new territory to conduct critical operations? Or
are these just the routine tactics adopted by those who
have pronounced themselves “cultural critics”? Every so-
called cultural critic does a little slumming, because all
have a bit of the dilettante inside of them; that's why
they’re celebrities today, because we celebrate particular
kinds of cultivated dilettantism. And we need those slum-
mers, because they're so transgressive! All you have to do
is to scrutinize the editorial policies of some contempo-
rary art magazines: there has been a concerted effort to
promote the unique status of the “cultural critic,” whose
intellectual purview of contemporary visual culture is sup-

posed to be more acute and wide-reaching than the run-
of-the-mill art critic. Not only are “cultural critics” being
commissioned with greater frequency to produce discoure
on the visual arts, but it seems as if certain magazines
would prefer to have almost anyone (e.g., a novelist, a
gossip-columnist, etc.) other than an art critic write on
art. Now, don’t misunderstand: there's nothing wrong
with mixing things up judiciously and stylishly - that’s
good for the health of the culture and for intellectual life
generally. But these days, it feels as if things may have
gotten out of control. Folks are being invited to colonize
and re-appropriate cultural “territories” in often irre-
sponsible ways (both ethically and intellectually); editors
and publishers are handing their publications over to
anyone who will aid and abet their desire to slum in dif-
ferent cultural worlds. Interesting meanings sometimes
emerge from this process, but more often than not,

what we actually witness are nuanced strategies of rank
opportunism (i.e., cultural slumming). Names and
affiliations are being withheld to protect the innocent,
and the guilty.

As we know, since the advent of rigorous multi-discipli-
nary academic programs, there has been a steady attempt
to erode traditional models of specialization in order to
promote new frameworks of cross-disciplinary thinking.
Out of this process, which has been unfolding over the
past 25 years or so, the category of the “cultural critic”
emerges - a category that calls for the putative collapse
of various disciplinary orientations into a unified critical
consciousness. Thus, the languages, rhetorical operations
and methodologies of discrete specializations are mixed
together, and a new model of specialization is borne: the
specialization of anti-specialization. After all, you can’t
be smart, clever and engaging on every cultural subject -
right? Yet the magazines who are partly responsible for
creating this compelling contradiction have largely turned
a blind eye to the matter. The problem is not so much
that a number of publications have begun turning to the
“cultural critic” as a central arbiter of everything under
the sun (well, maybe that is the problem), but that much
of the writing that occurs under the rubric of “cultural
criticism” is sloppy, languid, smug, glib and irritatingly
dilettantish all at once. Furthermore, it seems that more
and more of those self-proclaimed “cultural critics” (and
many of them are self-proclaimed, mind you) are being
given permission (or have given themselves permission)
to impose their new pedigrees of anti-specialization-as-
specialization - a kind of meandering expertise - over the
realm of visual arts. It's hip to cover the waterfront of
culture in such an apparently capacious manner, yet no
one really seems to mind that it’s often difficult to see
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the pea soup through the fog. But let’s not give

up entirely on the slightly narrower view, the more
specialized vision.

However, slumming does occur on all levels and areas of
cultural production. Robert Altman, with his aspirations
for a new kind of cinema verite, slummed in the fashion
world during the making of Ready to Wear, and gave us a
movie that reeked of a bad faith attempt to reinvent the
crime/mystery film genre in relation to the milieu of
haute couture. Slumming is exploitation that comes
masked as an authentic impulse towards cultural investi-
gation, but ends up as malicious “trespassing” or infiltra-
tion. Schmoozing is the good faith strategy of self-
advancement, and slumming is the bad faith outgrowth,
because those who practice the latter claim that they are
improving the world by supposedly bridging the gap
between distinct cultures, peoples, practices, etc.
Ironically, Altman’s somewhat earlier film, The Player,
effectively captured a pinnacle of schmooze culture in
Hollywood: the “pitch” that a screenwriter makes to a
studio executives or a producer is an example of the ulti-
mate schmoozing activity. But the same thing which tor-
pedoed Ready to Wear undermined The Player: with his
attempt to construct a (self-)critical model of cinéma
vérité wherein fiction danced with actuality, Altman
revealed himself as the ultimate slummer. Although he

may have wanted us to believe that he had devised a new
sort of inter-cultural or inter-disciplinary approach for
mainstream filmmaking, he merely created a mutual
admiration society. In an apparent effort to re-appropri-
ate the “life-worlds” of Fashion and Hollywood in order to
save his career, Altman mistakes artful exploitation for
art. The proficient slummer is an artful exploiter.

Here’s another example of a particular brand of slum-
ming within the mainstream of contemporary pop culture:
the Passengers are an ensemble comprised of Brian Eno
(super-producer, and composer of a unique sound for
Microsoft’s Windows ‘95 software program), Bono & The
Edge (the significant half of U2), and, it seems, major
opera dude Luciano Pavarotti. These music heavyweights,
drawn from the contemporary and classical fields, collab-
orated on a song entitled, “Miss Sarajevo” (distributed by
Island Records) that reflects upon the tragedy in the for-
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mer Yugoslavia. In Italy, this summer, the boys delivered
a benefit performance, and wowed the crowd. Of course,
there’s a video of this performance playing on MTV and
the other music-video channels. It’s a nicely poignant
tune: sad and hopeful in all the right places. Pavarotti
sounds pretty decent in this context: after all, he’s
becoming more and more a maestro of “popera.” It's an
appropriately righteous gesture for a feel-good Euro-
centric cause. And it’s all about people slumming with
people - a strategy of mutual legitimation behind the
mask of musical innovation and experimentation. Hey, it's
only pop. But, hey, pop is everything now.

Or: David Salle directs a movie. He gets to hang out
with Dennis Hopper and Christopher Walken. Slumming?
Robert Longo directs a movie. Longo gets to hang out
with Keanu Reeves and Ice-T. Slumming? Or just the logi-
cal evolution of their respective art practices? You decide.
David Byrne shows his photographs in a Soho art gallery.
Another gallery presents the photos from Kate Moss’s
Kate Moss book. Karl Lagerfeld also gets his gallery show.
The fashion industry slumming in the realm of art for the
purposes of legitimation, or the art world slumming in
the milieu of fashion for the sake of another kind of
legitimation? Are these moments of authentic border-
crossings, examples of cultural hybridity, or merely
instances of reciprocal cultural slumming? You decide.

Schmoozing might be understood as the ultimate intellec-
tual, artistic, social or sexual commingle. Slumming, on
the other hand, is an all too efficacious instrument for
disingenuous, bad-faith, cultural trespassing. Mick Jagger
schmoozed with Andy Warhol during the Factory years,
while Warhol created a context for himself to slum in
Jagger's pop celebrity: the difference is that Jagger had
what Warhol desperately (vet coolly) desired, whereas
Jagger was merely curious, and a little fascinated. But
Jagger didn't really need or want anything from the sil-
ver-haired pop painter - only a few relatively innocent
doses of avant-garde titillation, and maybe some wacky
chicks. So, in the context of the Factory, where there
were some genuine cross-fertilizations of the visual arts,
pop music, politics, and Hollywood, there was also an
intersection of schmoozing and slumming. In the same
light, it would seem that Leonard Bernstein was slumming
with the Black Panthers at his (in)famous cocktail party,
while they were merely schmoozing with him. It is palpa-
ble in the photographs of that event.

Slumming: that’s what we when we just want to
become something that we're not. When we do everything
in our power to hang with the people that least remind us
of ourselves, and yet find ourselves, at the end of the
night, meeting up with what we've been desperately
attempting to escape from: our own limited selves.
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puede entenderse como una respuesta a
la evolucién de culturas profesionales o
tecnocréticas, en las cuales los
“movimientos” personales de uno se
entienden por lo general en términos
politicos en determinados campos profe-
sionales y sociales. El que se codea no
estd interesado meramente en hacer la
experiencia momentdnea de un medio
cultural o social diferente, sino que, 2
un nivel mds profundo, busca deslizarse
en el interior de ese medio. El codeo
puede manifestarse no sélo a través de
una auto-degradacién simbélica en lo
que se percibe como un contexto
(econdmico, de clase) “mas bajo”, con el
objeto de buscar excitaciones o
entretenimiento sustitutivo, sino que
puede también articularse como una
estrategia de penetracion en un medio
cultural (una posicion de clase, un grupo
étnico, etc.), con el propésito del auto-
engrandecimiento. Esta definicion mas
amplia del codeo es la que me interesa
aqui, en cuanto invariablemente implica
la construccién de una relacién para-
sitaria (es decir, vampirica) con el cuer-
* po o la institucién “huésped”, mientras
que el chismorreo es meramente una
forma de coqueteo social.

Andy Warhol es, en este sentido, un
caso interesante, Warhol se coded con el
mundo de las celebridades hasta que se
volvis él mismo una celebridad, y, a par-
tir de ese momento, meramente chismo-
rreé con otras luminarias de la eultura
pop. La Factory, y mas tarde la revista
Interview, fueron los dos dmbitos princi-
pales de los cuales Warhol se sirvié para
pasar de ser alguien que se codea con
celebridades a ser un chismoso mas
entre ellas.

Chismorrear es una tactica de super-
vivencia en relacion a los campos de
especializacién profesional e intelectual.
Como técnica de auto-preservacicn (es
decir, de progreso) su moralidad “merce-
naria” no es ficil de ser condenada, Pues
chismorrear se ha vuelto una importante
técnica de auto-preservacién, y discutir
la eficacia moral de |a auto-preservacion
- 0 de la bisqueda del prograso - serfa
una mera locura. jDespués de todo,
habria poco progreso cultural, politico y
social sin chismorzea! Cuando la gente
chismorrea, puedes saber que guieren
algo, v que generalmente se trata de lo
que no tienen; pero dado que todo el
mundo estd haciéndolo, chismorrear se

vuelve una actividad social reciproca. De
hecho, es una conducta primaria de la
profesién o la socializacién basada en la
carrera, y por lo tanto relativamente
benigna, ademds de ser enteramente
pragmdtica. Los tratos se consuman
cuando la gente chismorrea.

Codearse es una cosa diferente. Se
sitia mds alld de la politica relativamente
benigna que encontramos en el chis-
morreo para volverse una forma perni-
ciosa de reapropiacién cultural, El chis-
morreo no dafia a nadie, dado que casi
todo el mundo lo practica, y que cada
uno “explota” a los demds mutuamente
en el proceso; hay en &l una politica
acordada de interaccién,

Codearse, por el otro ladp, tiene
mucho mds que ver con conquistar poder
para sf mismo quitdndole poder a algin
otro, a la vez que se pretende gue lo gue
ocurre es lo contrario. En cierto sentido,
codearse es una practica de “posi-
cionamiento” socio-profesional de mala
fé, un gesto de alineamiento y re-ali-
neamiento cultural, ideolégico y social
que hiede a explotacién. En el chis-
maorreo hay una modificacion momen-
tdnea de 12 “identidad”, incluso una sus-
pensidn flotante de la misma, dado que
uno adopta un personaje demandado por
la teatralidad ritual de la socializacién;
pero hay un provecho simbélice. Los que
se codean, sin embargo, lo hacen con el
objeto de re-inventarse a si mismos,
incluso por medios ajenos, en relacién a
otros, con el propésito de ser vistos bajo
una luz diferente (pero hunca pueden
confesar sus dudosas aspiraciones).
Desde el comienzo hasta el fin, el que se
codea estd interesado verdaderamente
solo en la percepcion de los otros: los
mejores en codearse son actores con-
sumados, Los que se ocupan en codearse
no tienen ideas, talentos, habilidades o
aspiraciones infrinsecas, sinc apenas
ambiciones de carrera. Viven sus vidas,
continuamente, frente a un espejo, con-
fiando en sus habilidades para establecer
relaciones parasitarias con la gente, las
ideas, las culturas. En cierto sentido son
los practicantes més exitosos del diletan-
tismo. Kato Kaelin, el artista diletante,
es en este sentido un caso interesante.
Kato chismorred primero con 0.J. y
Nicole. No sélo se conyirtié en el “amigo”
de 0.J., sino que también se coded en el
mundo de 0.J. Todos hemos conocido
alguna vez personas como Kato Kaelin, y

su tipo de codeo propio no era particu-
larmente pernicioso, ain cuando, como
todos los que se cadean, negaba conti-
nuamente que estuviera codeindose.

Codearse tiene que ver con una cier-
%a clase de falsedad, y con frecuencia se
revela como un sintoma de decadencia, o
bien, para expresarlo de un modo dife-
rente, como el producto de una decaden-
cia practicada. Y guizds ésa sea la razén
de que se observe tanto codeo durante el
periodo [lamado de fin-de-siécle. La
falsedad del codeo se disimula con fre-
cuencia detrds de un esfuerzo (de mala
fé) por identificarse con tendencias y
modas culturales, ideoldgicas, artisticas
o politicas, para la percepcién exterior.
Esto sucede en dreas bien definidas de la
cultura. ;Qué son las metodelogias
“trans-culturales” o “inter-disciplinarias”
en |as esferas de la academia o la critica?

iNo se da un poco de codeo cada vez que

un especialista emigra o viaja a algin
nuevo territorio para efectuar opera-
ciones criticas? ;0 son éstas s6lo las tdc-
ticas rutinarias adoptadas por los que se
han llamado a sf mismos “criticos cultu-
rales”? Cada uno de los asi llamados
“criticos culturales” hace un poco de
codeo, porgue todos tisnen algo de dile-
tante en ellos; ésa es la razén por la cual
ellos son hoy celebridades: porque todos
celebramos ciertas clases particulares de
diletantismo. Y precisamos a esas per-
sonas que se codean: json tan transgre-
sivas! Todo lo que tienes que hacer es
observar las politicas editoriales de algu-
nas revistas conitempordneas de arte:
parece darse un esfuerzo concertado
para promover el estatus uinico del “criti-
co cultural”, cuya competencia intelec-
tual respecto a la cultura visual contem-
pordnea se supone mis aguda y de
mayor alcance que |a del critico de arte
comin y silvestre. No sélo se les adjudi-
ca a los "criticos culturales” cada vez con
mayor frecuencia la tarea de producir
discurso sobre las artes visuales, sino
que parece como si ciertas revistas pre-
firleran que casi cualquiera (un nove-
lista, un columnista de chismes de pe-
riddico, etc.), excepto un critico de arte,
sea el que escribe sobre arte. Pero no me
malinterpreten: no tiene nada de mala
mezclar cosas con juicio y estilo: eso es
bueno para la salud de la cultura y para
la vida intelectual en general, Pero, en
estos dias, parece como si lag cosas se
hubieran puesto fuera de control. Se
invita a los chicos a que colonicen y re-
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Passengers

Fellow Pa nd Luciano Pavarotti

Courtesy Istand Records.

Photo Richard Haughton.

Pasajeros

Pasajerns Bano y Luciano Pavarott,

Cortesia de Island Re

Fotografia Richard Haughton.
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La naturaleza de la cura, segun creo Yo,
E fza?’ re
Séé%g té r,eg

§ i

Sana, sana, colita
hoy sanat

Heal, heal, heal, Tittle ffirog’s
you will heal tomorrow.



senala la naturaleza de la enfermedad.

de rana, si no sana
a mafiana.

arsse,, Tiff yow dom”t heal today

Proverbio popular
Popular proverb
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CARLOS BASUALDO

;Donde curarse? Sanatorios, hospitales, divanes polvorientos..., ;0 quizas en & L, C1
la plenitud social del acto civico, bajo la luz del sol de mediodia? Porque si en prifiera
instancia podria pensarse que la modernidad ha acotado el problema de la cura, transfor-
mando a la enfermedad en un mero tecnicismo, una mirada atenta casi nos fuerza a con-
cluir que ha sucedido lo contrario: el malestar en la cultura es indisociable del trauma per-
sonal, ya que no podemos seguir concibiendo a las estructuras de'ta psique como aisladas
de los grandes movimientos de masas. El oscuro secreto del psicoanalisis es todo menos
subjetivo, y, como una moneda, circula de mano en mano suministrandole a quien lo posee
una pasiéon momentdnea y por completo consensuada.
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Pdgina anterio / Previous page

Rodney Graham

Suerio de Halcion, 1994,

disco laser en blanco y negro de 26 minutos de duracidn.
Edicién de tres.

Cortesia de la Galeria 303,

Halcion Sleep, 1994,
laser disc black and white 26 minutes. Edition of three,
Courtesy of 303 Gallery.

Pdgina sigufente / Opposite page
Lygia Clark
Terapia con Objetos Relacionais, 1976-82.

Therapy with Relational Objects, 1976-82.

Ahora bien, si el malestar, dispersado en el todo social, se multi-
plica, si es en si mismo una multiplicidad y nos arrastra, es légico
también entonces que multipliquemos los tratamientos, las técnicas
de curacion, las recetas politicas, sentimentales, antropoldgicas.
Curioso es el lugar que el arte contempordneo ocupa en este esce-
nario. Atraido por la ldgica de la modernidad, no puede resistirse a
ofrecerse al todo social como promesa de cura. Y si la intencién de
curar implica, antes que nada, un diagnéstico de la enfermedad,
quizds pueda decirse que para un sector del arte contemporaneo el
problema radica sobre todo en cuestiones vinculadas a la repre-
sentacién. Para muchos artistas hoy dia se trata de vehiculizar deter-
minados contenidos discursivos por medio de la utilizacion de
estrategias formales especificas. Es un arte estructurado como
lenguaje, pero lenguaje reflexivo, medio de autopresentacion de un
sujeto ante si mismo. Se trata de obras que claramente suponen un
sujeto, el que se haria presente a si mismo a través de su contem-
placién. Y un arte cuyo objetivo parece ser el de criticar a la nocion
de presencia - y me refiero especificamente a gran parte del arte
supuestamente critico con respecto a las concepciones tradicionales
de la identidad, entendida en todos los sentidos del término - termi-
na, paradéjicamente, apoyandose en ella y por lo tanto, indirecta-
mente, reforzandola.

Now, if illness - dispersed into the social
sphere - is multiplied, if it in itself becomes a mul-
tiplicity and drags us within it, it is also logical
that we multiply the treatments, the technigues of
healing, the political, sentimental, and anthropo-
logical recipes. The role that contemporary art
occupies in this scenario is a curious one.
Attracted by the logic of modernity, it cannot
resist offering itself to the social sphere as a
promise of healing. And if the intention of healing
implies, above all, a diagnosis of the illness, per-
haps it can be said that, for a sector of the con-
temporary art world, the chief problem resides in
questions linked to representation. Today, many
artists attempt to put forward certain discursive
contents by means of the use of specific formal
strategies. This is art which is structured like lan-
guage, but a reflexive lanquage, which serves as a
means of representing a subject before itself.
These are works which clearly presugpose a subject,
which in turn is made evident to itself through its
own contemplation. It is art whose objective is to
criticize the notion of presence - and I am refer-
ring here specifically to a great portion of art
which is supposedly critical with respect to the tra-
ditional conceptions of identity, understood in
every sense of the word - and which ends up, para-
doxically, being supported by presence, thereby
indirectly reinforcing it.

The case of Lygia Clark (1) is a very different
one. Lygia began her career as a concrete artist
and, towards the end of her career, the logical
development of her investigation led her to formu-
late the bases for a therapy with objects. The re/z-
tional objects, as they were called, were intended
to produce, once applied periodically to the bodies
of “patients,” a series of psychic changes, the
physical sensation of relief, the cessation of
blocks, in sum, a freeing, albeit temporary, of the
habitual constrictions of their respective psychic
structures. This was nat, obviously, a case of con-
ventional therapy. In the first place, it did not
include language, or rather, it did not include lan-
guage in its representative role, the reflexive lan-
guage in which a subject makes himself present to
himsetf - the language of the Cartesian cogito.
This therapy did 'not promote the establishment of
rational, adaptive, or behavioral patterns; what it
healed in this case was not at all the verbalization
of some original trauma, but rather a programmed
encounter with the non-identical: the placeless
place of a body whose limits are those of the
world. Lygia began by asking questions in her
painting about the relation between figure and
background, and that aesthetic investigation
ended up transforming itself into the ethical ques-
tion par excellence: what is the nature of the dis-
tance between my body and the world? Why can’t
the body - not only the body of the subject, but
the very social body - free itself of pain?
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Without divorcing itself from aesthetic preoc-
cupations, Clark’s project clearly attempts to
escape from the limits of art. It remains a singular
phenomengn in that through one and the same
movement, it pretends to leave behind both repre-
sentative language and the institution of art
which seems to be so close to the market in the

modern episteme. Nevertheless, the s

e charac-
teristic of the investigation which led her to the
, the fact
that these are nothing more than a series of artis-

development of these relational obje

tic manipulations, suspends that escape which

appears interminable and anchors Clark’s therapy
firmly in the world of art, the only context in
which her projact acquires the fullness of its
power. The healing, here, is nothing if not an
interminable process of emancipation which is per-
manently begun again. And the illness - that

malaise which affects the institution of art - is the
knot that binds the object of art, pure absence, to
the market that transforms it into the mere repre-
sentation of a certain content, a carrier of an

appreciable value, and therefore a commadified
good. Clark did not tire of saying that the relation-
icity once they
came into contact with the fantasies of her
“patients.” They were, therefore, nothing but the
tentative and changing corporealizations of the
patients” projections. When the object loses its

ol ohjects only acquired their sp

specificity as a good and acquires it in relation to

the psychological structure of the subject, then

a healing. Lygia’s ar k - the word appears
almost insufficient to comprehend that last stage
of wark with “patients” - constitutes itself there-

fore as radical critique of the naotion of presence.

If we understand the problem of healing in
Clark’s work to be posited in terms of the g
ogy of the subject, without divorcing itse
the problems implicit in the social function of the
artist, one understands that her diagnosis affects

the individual and the institution of art in equal
parts. And if we agree with Lacan in thinking that
the nature of the cure demostrates the nature of
the disease, one would have to come to the con-
clusion that, according to the logic implicit in the
path taken by Clark, the ill-
consists in assigning a specific value to expe-
rience, in alienating it in discourse, in sum, in
making it representable and, therefore, commer-
cializable. Using this perspective, her formulation

aesthetic-existentia

ne

access to a non-representable dimension of experi
ence - aesthetic and existential, which in Clark are
nothing more than two sides of

the same Moebius
strip - which, on the other hand, may only man
itself outside the realm of both the institution

e

of art and psychoanalysis. In the last stage of
Clark’s work, which she chose to call therapy in

order to differentiate it from her artistic produc-

Muy diferente era el caso de Lygia Clark (1). Lygia comenz6 su
carrera como una artista concreta y, hacia el final de su vida, el
desarrollo légico de su investigacién la condujo a formular las bases
de una terapia con objetos. Los objetos relacionales, que asi se lla-
maban, estaban destinados a producir, al ser aplicados periddica-
mente sobre el cuerpo de sus “pacientes”, una serie de cambios
psiquicos, la sensacién fisica de alivio, la cesacién de los blogueos,
en sintesis, una liberacién, al menos temporal, de las constricciones
habituales de sus respectivas estructuras psiquicas. No se trataba,
claro estd, de una terapia convencional. En primer término porgue no
incluia al lenguaje, o mejor dicho, al lenguaje en su funcién repre-
sentativa, al lenguaje reflexivo por el que un sujeto se hace presente
a si mismo - la lengua del cogito cartesiano. La terapia no promovia
el establecimiento de patrones racionales, adaptativos, de conducta;
lo que curaba no era en este caso, en absoluto, la verbalizacién de
un algiin trauma original, sino mas bien un encuentro programado
con lo no idéntico: el lugar sin lugar de un cuerpo cuyos limites
serian los del mundo. Lygia habia partido de preguntarse en su pin-
tura acerca de las relaciones entre figura y fondo, y esa investigacion
estética se habia terminado transformando en la pregunta ética por
excelencia: ;Cual es la naturaleza de la distancia que media entre mi
cuerpo y el mundo? ;Por qué no puede el cuerpo - no sélo el cuerpo
del sujeto, sino el cuerpo social mismo - liberarse del dolor?

Sin haber dejado de estar vinculado al pensamiento estético, el
proyecto de Clark intenta escaparse claramente de los limites de lo
artistico. No deja de ser singular el hecho de que en un mismo
movimiento se pretenda dejar atras al lenguaje representativo y a la
institucién del arte, tan proxima al mercado en la episteme moderna.
Y sin embargo, las caracteristicas mismas de la investigacion que la
condujo al desarrollo de los objetos relacionales, el hecho de que
éstos no sean sino el resultado de una serie de manipulaciones artis-
ticas, suspenden esa fuga en apariencia interminable y anclan a la
terapia de Clark en el mundo del arte, tinico contexto en el que
adquiere toda su potencia. La cura, aqui, no es sino un proceso
interminable, permanentemente recomenzado, de emancipacion. Y la
enfermedad - el malestar que afecta a la institucion del arte - serfa
ese nudo que ata al objeto artistico, pura ausencia, al mercado que
lo convierte en mera representacion de un contenido, portador de un
valor estimable, y por lo tanto, mercancia. Clark no se cansaba de
repetir que los objetos relacionales solamente adquirian su especifici-
dad al entrar en contacto con las fantasias de sus “pacientes”. No
eran, por lo tanto, sino las corporizaciones tentativas y cambiantes
de las proyecciones de éstos. Cuando el objeto pierde especificidad
como mercancia y la adquiere en relacién a la estructura psicoldgica
del sujeto, entonces habria arte, o sea, posibilidad de cura. La obra
de Lygia - y la palabra obra resulta casi insuficiente para comprender
esa liltima etapa del trabajo con “pacientes” - se constituye por lo
tanto en una critica radical a la nocién de presencia.

Si entendemos que el problema de la cura en la obra de Clark se
plantea a nivel de la psicologia del sujeto pero sin desligarse nunca
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de la problemadtica que estaria implicada en la funcién social del
artista, se comprende que su diagnéstico afecta por igual al indivi-
duo y a la institucion del arte. Y si coincidimos con Lacan en que la
naturaleza de la cura nos sefiala la de la enfermedad, habria que
pensar que, de acuerdo a la l6gica implicita en el recorrido estético-
existencial de Clark, la enfermedad consiste en asignar un valor
determinado a la experiencia, en alienarla en el discurso, en sintesis,
en volverla representable y, por lo tanto, comercializable. Pensada
bajo esta perspectiva, su formulacion de la cura consistia en la posi-
bilidad de acceso tentativo a una dimensién no representable de la
experiencia - estética y existencial, que en Clark no son mas que el
anverso y reverso de la misma cinta de Moebius - que, por otra parte,
parecia poder darse unicamente al margen tanto de la institucién del
arte como de la del psicoanalisis. En la iltima parte del trabajo de
Clark, a la que ella misma elegié denominar terapia para diferenciarla
de lo que entendia era su produccion artistica propiamente dicha, las
dimensiones ética y estética entonces coinciden: la cura se habria
vuelto el ejercicio cotidiano de la utopia.

Sinos atenemos estrictamente a la obra de Clark podemos quizas
esperar que el arte nos cure. Pero la enfermedad es justamente ague-
llo que lo convierte en arte - o sea, aquello que nos permite recono-
cer el objeto como artistico - , y la cura no puede darse sino
traspasando el mundo de lo estético, y, tal vez, el espesor mismo del
mundo. Bajo esta perspectiva la cura ya no es un estado al que es
posible acceder siguiendo el rigor de alguna practica especifica. La
cura es apenas el momento en el que la enfermedad se revela plena-
mente, y curarse no es sino sofiar con olvidar la enfermedad.

Memoria, sueno, enfermedad. Sucede que el cuerpo eventual-
mente se olvida de las marcas que la enfermedad dejé en la carne y a
ese proceso mdgico se lo suele llamar restablecimiento, recuperacion,
o cura. El amante olvida su mal de amores y se enamora de nuevo,
entregandose sin remedio a los brazos de la repeticién. 0 no se olvi-
da munca, quizds, y el dolor se hace cada vez mds pesado en el
recuerdo hasta que esa memoria sin fin lo ocupa todo y la vida
organica cesa, y entonces, como acostumbra decirse, uno se muere.
Porque el olvido es un suefio, una utopia, el truco de un ilusionista
de pueblo. Como el arte.

(1) Para una discusion
detallada de 13 ultima etapa
de ia obra de Lygia Clark ver
“Un Estado de Arte” por
Suely Rolnik, incluide en la
seccién Ensayos de este

mismo nitmero de TRANS >,

(1) For a detailed discus-
sion of the last stage of the
work of Lygia Clark, see “A
State OF Art,” by Suely Rolnik,
in the Essays section of this
issue of TRANS >,
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LOIS NESBITT

No one in New York speaks the same language. In this modern-day Babel,
skyscrapers dedicated to the unifying fantasy of “global” capitalism tower over branch
banks whose cash machines now speak English, Spanish, Korean, Greek, and Chinese.

The city’s bilingual education programs bridge the gap between English and
130 other tongues, from Spanish to Punjabi and Urdu. Leases and tax forms come in
twin sets - Spanish and English.

Cities have historically drawn diverse populations, so
New York’s plethora of languages is hardly unique. But
Americans are notorious for their unwillingness to learn
foreign languages; and surprising numbers of New York’s
immigrant and Puerto Rican-born residents have failed to
learn English. (1) Many immigrant groups settle in
“niche” neighborhoods where they can speak their native
languages: Chinatown, Little Italy, Washington Heights,
Queens houses a patchwork of foreign-born peoples:

Greeks in Astoria, Koreans in Sunnyside, Chinese in
Woodside, Colombians and Chinese in Jackson Heights,
Dominicans in Corona, etc. The borders of such pockets
constantly shift (Manhattan’s Chinatown has recently
taken over large portions of what was once the European
and Russian Jewish Lower East Side as well as Little
Italy), and the membranes surrounding even the most
homogeneous populations are highly porous. In the
1980s, Elmhurst, Queens, saw an influx of immigrants

J
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Histéricamente las ciudades han reunido
diversas poblaciones, v dificilmente
pueda decirse que la plétora de lengua-
jes de Nueva York sea unica. Pero los
norteamericanos son famosos por su
falta de deseo de aprender lenguajes
extranjeros, y cantidades sorprendentes
de inmigrantes y residentes de Nueva
York oriundos de Puerto Rico nunca han
conseguido aprender inglés (1). Varios
grupos de inmigrantes residen en vecin-
darios tipo “nicho”, donde pueden
hablar sus lenguajes nativos: Chinatown,
Little Italy, Washington Heights. Queens
aloja un mosaico de poblaciones extran-
jeras: griegos en Astoria, coreanos en
Sunnyside, chinos en Woodside, colom-
bianos y chinos en Jackson Heights,
dominicanos en Corona, ete. Las fron-
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teras de tales bolsillos de poblaciones se
desplazan constantemente (la
Chinatown de Manhattan ha ocupado
recientemente vastas porciones de lo
que una vez fue el vecindario europeo y
ruse-judio del Lower East Side y Little
Italy), v las membranas que rodean
incluso a las poblaciones mds
homogéneas son altamente porosas. En
los ochenta, Elmhurst, Queens, vi6 lle-
gar un flujo de inmigrantes de 112
naciones, que lo convirtieron en uno de
los vecindarios mas variados del

mundo (2). Tales mezclas allanan el
camino para una rapida asimilacion a la
vez que provocan atolladeros culturales
y linguisticos.

Las industrias nicho y los “ghettos” pro-
fesionales también protejen a los inmi-

grantes de la necesidad de hablar inglés.
Histdricamente, los empleos que no
exigian habilidades de lenguaje atraian a
los recién llegados que no hablaban el
idioma: especialmente los relacionados a
la mano de obra manual e industrial. Con
frecuencia, los propietarios y los opera-
dores de esos establecimientos eran
inmigrantes recientes, que contrataban
personas de su misma nacionalidad. Los
negocios de inmigrantes suelen aislarse
geograficamente: restaurantes, tiendas,
y ofros comercios peguerios se afincan
en sus propios vecindarios, donde
pueden operar en sus lenguas nativas.

De hecho, los inmigrantes consti-
tuyen un namero desproporcionado de
los empresarios del pais. Pero la natu-
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from 112 nations, making it one of the most diverse
neighborhoods in the world. (2) Such medleys pave the
way for rapid assimilation while they ensure linguistic
and culture impasses.

Niche industries and professional “ghettos” also
shield immigrants from the need to cross over into
English. Historically, work that didn’t involve language
skills drew non-English-speaking newcomers; specifically,
manual and factory labor. Often such businesses were
owned and operated by recent immigrants, who hired
people of the same nationality. Immigrant businesses
often isolate geographically: restaurants, shops, and
other small businesses stick to their own neighborhoods,
where they can operate in their native tongues.

Indeed, immigrants constitute a disproportionate
number of the country’s entrepreneurs. But the nature of
immigrant-owned or operated businesses has changed,
reflecting changes in the overall economy. Today many

immigrants find employment in service industries (restau-

rants, health care, child care) that require interaction
with English speakers and with other ethnic populations.
Moreover, immigrant-owned businesses are moving out-

side their own neighborhoods: witness the recent prolif-
eration of Korean-owned and operated green grocers,
which have sprouted up on the street corners throughout
New York. And, ironically, businesses set up to serve spe-
cific groups have become one of the city’s prime tourist
attractions: the restaurants and cafes of Chinatown and
Little Italy cater to visitors attracted to the “exotic.”

This country was founded by immigrants and grew
with successive waves of foreign-born arrivals. The tides
have ebbed and flowed and shifted course with changing
legislation, as the fledgling United States first sought to
encourage, then to discourage, immigration. Economic
and racial discrimination have always played a role in
immigrant history, from the Chinese Exclusion Act of
1882 to the national quotas established in the 1920s
(a reaction to the influx of arrivals from southern
Europe, thought to be of “lower racial stock”) to more
recent attempts to bar the influx of refugees from
non-Western nations.

Yet New York City in particular, as the largest East
Coast gateway for immigrants, has been repeatedly and
dramatically transformed by immigration. From 1882 to

raleza de los establecimientos de los
cuales los inmigrantes son propietarios
1 operadores ha cambiado, reflejando
las cambios de la economia global. Hoy
‘en dfa muchos inmigrantes encuentran
empleo en las industrias de servicios
(restaurantes, servicios de salud, cuida-
do de nings) gue requieren la interac-
cién con hablantes de inglés y con otras
poblaciones étnicas. Es mds, los nego-

. cios de propiedad de inmigrantes estdn
desplazénd:ose fuera de sus vecindarios,
‘como lo atestigua la reciente prolife-
racién de verdulerias poseidas y opera-
das por coreanos, que han brotade en
las esquinas de todo Nueva York.

E, ironicamente, los comercios estableci-
dos para servir a grupos especificos se
han vuelto una de las principales atrac-
ciones turisticas de la ciudad: los
restaurantes y cafés de Chinatown y de
Littte Italy sirven a visitantes atraidos
por lo “exdtico”.

Este pais fue fundado por inmi-
grantes, v creci¢ con sucesivas oleadas
de personas nacidas en el extranjero.
Las mareas han fluido, refluido y desvia-
do su curso con las cambiantes legisla-
ciones, en tanto los inexpertos Estados
Unidos buscaban estimular primero, y

desestimular mas tarde, la inmigracion.
La discriminacién econdmica y racial ha
desempeniado siempre un rol en la histo-
ria de la inmigracion, desde el Acta de
Exclusion de Chinos de 1882, hasta las
cuotas de inmigrantes establecidas en
los afios veinte (una reaccién al flujo de
recién llegados de Europa del Sur, que se
pensaba constituian un “capital racial-
mente inferior”), hasta los intentos mas
recientes para poner un tope al flujo de
refugiados dé naciones no-occidentales.
Y, no obstante, Nueva York, la mayor
puerta de entrada de inmigrantes de la
Costa Este, ha sido repetida y dramatica-
mente transformada por la inmigracién.
Desde 1892 hasta 1954, cuando la inmi-
gracion tuvo su pico, la Isla de Ellis pro-
cesé a 12 millones de recién llegados.
Dentro de la ciudad, ellos migraban a lo
largo de rutas especificas. El transporte
publico conforms los asentamientos; por
ejemplo, la linea de subterraneos IRT 7,
que corre a travées del noroeste de
Queens, ha sido apodada el “Expreso
Internacional”; el tren pasa a través de
areas dominadas por personas nacidas en
Asia, Europa, el Caribe, América Central y
del Sur, y Africa (3).

La inmigracion tiene sus abogados y sus
detractores. Algunos argumentan que los

recién llegados estimulan la economia,
aumentando la demanda de mercancias
y servicios, y por lo tanto crean nuevos
empleos. Los que argumentan esto traen
a colacién el prop6sito humanitario de
darles a personas oprimidas paolitica o
economicamente un tugar donde cons-
truir nuevas vidas. Los oponentes
proclaman que los inmigrantes agotan la
economia, explotando a los servicios
sociales y a los programas financiados
por el gobierno, y robandoles empleos a
los norteamericanos nativos, al trabajar
por salarios inferiores, y con frecuencia
ilegalmente. (Un racismo apenas dis-
frazado, alimentado en afios recientes
por el flujo de inmigrantes no europeos,
no-blancos, de Asia, Africa y el Caribe,
con frecuencia utiliza este argumento.)

La tradicion del “crisol de razas” v,
mds recientemente, la nocién de “multi-
culturalismo” proponen modelos
antagonicos de como los residentes
extranjeros debieran adaptarse a la vida
en los Estados Unidos. La teoria del
“crisol de razas” aboga por una rdpida
asimilacién cultural y lingiiistica: los
inmigrantes deben aprender inglés tan
rapido como sea posible, mds o menos
dejando de lado a sus lenguas nativas.
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1954, when immigration peaked, Ellis Island processed 12
million newcomers. Within the city, newcomers migrate
along specific paths. Public transportation shapes settle-
ment; for example, the IRT No. 7 subway line through
northwest Queens has been nicknamed the International
Express: the train passes through areas dominated by
populations originating in Asia, Europe, the Caribbean,
Central and South America, and Africa. (3)

Immigration has its champions and detractors. Some
argue that newcomers fuel the economy, increasing
demand for goods and services, and thus create new jobs.
They further cite the humanitarian goal of providing
politically or economically oppressed persons a place to
build their new lives. Opponents argue that immigrants
drain the economy, exploiting social services and govern-
ment-sponsored programs and stealing jobs off the
books. (A thinly disquised, jingoistic racism, fueled in
recent years by the influx of non-European, non-white
immigrants from Asia, Africa, and the Caribbean, often
plays into this argument.)

Similarly, the tradition of the “melting pot” and, more
recently, the notion of “multiculturalism” offer competing
models of how foreign-born residents should adapt to

U.S. society. The “melting pot” assumes rapid cultural
and linguistic assimilation: immigrants must learn English
as quickly as possible, more or less abandoning their
native tongues. In the schools, this means at most
English as a Second Language (ESL) classes.
Multiculturalism, on the other hand, celebrates cultural
difference; encouraging each group to retain its ethnic
“roots.” The loudest brouhaha here in New York City con-
cerns the schools, specifically bilingual education. These
programs, in which students continue to take some class-
es in their native tongues, serve some 154,526 “limited
English proficient” students in the public school system,
causing some to balk at the allocation of public funds for
foreign language instruction. (4)

Most “politically correct” people pay lip service to
multiculturalism, conjuring up visions of colorful ethnic
celebrations, parades and dances, museums and monu-
ments. On a daily basis, however, true diversity proves a
lot tougher to negotiate. We admire the ornate costumes
and the alluring music while berating the politico-reli-
gious systems that generated as too patriarchal, too sex-
ist, too socialist, too oppressive, or too libertarian - or
just not enough like our own. We tend, immigrants and

En las escuelas, ésto significa, a lo
sumo, que se ensefien clases de Inglés
como Sequnda Lengua (ESL). El multi-
culturalismo, por el otro lado, celebra la
diferencia cultural, estimulando a cada
grupo a que retenga sus “raices” étni-
cas. El debate mds ruidoso es aqui el de
las escuelas, mas especificamente el
concerniente a la cuestion de la edu-
‘cacion bilingiie. Estos programas, en los
que los estudiantes contintian tomando
algunas clases en sus lenguas nativas,
sirven a unos 154.526 estudiantes con
“habilidad en inglés limitada” en las
escuelas publicas de Nueva York, provo-
cando la protesta de alqunos contra la
asignacion de fondos publicos para la
ensefianza de lenguajes extranjeros (4).

Algunas personas “politicamente
correctas”, social y politicamente pro-
gresistas, celebran de la boca para
afuera el multiculturalismo, conjurando
visiones de coloridas celebraciones étni-
cas, desfiles y danzas, museos y monu-
mentos. En la vida cotidiana, sin embar-
go, la verdadera diversidad ha probado
ser mucho mas ardua de negociar,
Admiramos los adornados trajes y la
seductora misica mientras condenamos
los sistemas politico-religiosos que los

generaron por ser demasiado patriar-
cales, demasiado sexistas, demasiado
socialistas, demasiado opresivos, o
demasiado libertarios - o por no ser lo
suficientemente como el nuestro.
Tendemos, tanto inmigrantes como
nativos, a auto-segregarnos, cada
grupo, cada raza, reflejando quizds una
xenofobia innata que, al exacerbarse las
diferencias, se despliega ficilmente en
racismo abierto. Es demasiado deman-
dante, dia tras dia, encontrar comer-
ciantes que no hablan inglés - o hablan
hindi, o arabigo, o haitiano-creole. Es
mds eficiente y econdmico contratar tra-
bajadores que hablan el mismo lenguaje
que tu. Es agradable saber lo que van a
traerte cuando ordenas un plato.

Mis viajes por el mundo del arte,
tanto en los Estados Unidos como en el
extranjero, me han revelado que el
negocio del arte es, literal y figurativa-
mente, una industria “nicho” como las
creadas y perpetuadas por los grupos de
inmigrantes. Los que estamos involucra-
dos en €l (artistas, criticos, curadores,
galeristas, coleccionistas) hemos creado
un ghetto profesional en el cual todos
hablamos el mismo lenguaje, un vocabu-
lario comin que nos permite organizar

exposiciones, identificar y validar
movimientos, asignar valor monetario a
obras especificas, y continuar, en gene-
ral, con el negocio de producir y disemi-
nar el arte. Como miembro de este
nicho, encuentro mas facil comunicarme
con curadores de Viena (que también,
dicho sea de paso, hablan inglés) que
con burocratas del gobierno, analistas
de sistemas, obreros industriales, y
porteros nacidos y criados en suelo
norteamericano de habla inglesa.

Pero esta perspectiva homo-
geneizante es una ilusion, o, mejor
dicho, un engafio. Pues nuestras mega-
exposiciones globales, nuestras revistas
¥ nuestras galerfas y museos no mues-
tran un “Estilo Internacional” de la clase
que dos influyentes curadores norte-
americanos del Museo de Arte Moderno
de Nueva York deseaban para la arqui-
tectura hace cincuenta afos; més bien,
como en las “exposiciones universales”
del siglo XIX, esas producciones ofrecen
yuxtaposiciones insensibles cuando no
violentas de culturas. Desde que los
impresionistas flirtearon con el exo-
tismo oriental, las migraciones de for-
mas visuales a través de fronteras cul-
turales ha estado lejos de ser inocente
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natives alike, to self-segregate, group from group, race
from race; reflecting a perhaps innate xenophobia that,
by exacerbating differences, easily flowers into overt
racism. It's just too trying, day by day, to encounter
shopkeepers who don’t speak English - or Hindi, or
Arabic, or Haitian-Creole. It's more efficient and cheaper
to hire workers who speak the same language. It's nice to
know what you‘re getting when you order a meal.

My travels in the artworld, both in the United States
and abroad, have revealed that the art business is, liter-
ally and figuratively, a “niche” industry like those creat-
ed and perpetuated by immigrant groups. Those of us

“involved with art have created a professional ghetto in
which we all speak the same language, a common vocab-
ulary that enables us to organize exhibitions, identify
and validate movements, assign monetary value to spe-
cific works, and generally carry out the business of pro-
ducing and disseminating art. As a member of this niche,
I-find it easier to communicate with curators in Vienna
(who also, by the way, speak English) than with
government bureaucrats, systems analysts, line workers
and doormen born and raised on English-speaking

But this homogenizing view is an illusion, or more
accurately, a delusion. For our global exhibitions, our
magazines and our galleries and museums show not an
“International Style” of the type wished upon architec-
ture fifty years ago by two influential American curators
at New York’s Museum of Modern Art; rather, like the
nineteenth-century “world expositions,” such productions
offer a hodgepodge with insensitive if not violent juxta-
positions of cultures. Ever since the Impressionists flirted
with Oriental exotica, the migrations of visual forms
across cuttural boundaries has been far from innocent
(witness the brouhaha raised over the “Primitivism” and
Twentieth-Century Art exhibition at MoMA some years ago
and, more recently, over Magiciens de la Terre at the
Centre Pompidou). Often the visible, physical objects,
with their apparent similarities, contribute to the confu-
sion: like false cognates (or what my high school French
teacher fondly referred to as faux amis — “false friends”),
artworks from different countries can look alike while
reflecting vastly different intentions. The red and white
bands of an Ellsworth Kelly canvas might reflect patterns
of light and shade on the artist’s back steps, while in the
work of a Soviet unofficial artist, they might be loaded

American soil.

(como lo atestigua el debate que siquié
a la exposicién Primitivismo y Arte del
Siglo XX en el MoMA, hace algunos afios,
y mas recientemente, Magos de la Tierra,
en el Centro Pompidou). Con frecuencia,
los objetos fisicos, visibles, con sus si-
milaridades aparentes, contribuyen a la
confusién: como parientes falsos (o lo
que mi profesor de francés de la escuela
secundaria llamaba faux amis, “falsos
amigos”), las obras de arte de diferentes
paises pueden parecerse y al mismo
tiempo reflejar intenciones enorme-
mente diferentes. Las bandas rojas y
blancas de una tela de Ellsworth Kelly
pueden reflejar disefios de luz y sombra
si se siguen los pasos del artista, mien-
tras en la obra de un artista sovietico no
oficial pueden estar cargadas de refe-
rencias a la Rusia Blanca y Roja, con un
guinio a los primeros constructivistas.
Incluso dentro de las fronteras
nacionales, dentro de cada ciudad, y
dentro de los vecindarios especificos,
tales diferencias se destacan con clari-
dad. Cualquiera que haya pasado sufi-
ciente tiempo en Nueva York sabe que
hay varios “Sohos”, vendiendo diversas
clases de arte a diversas clases de per-
sonas, y que estos pequeinios Sohas,
como las poblaciones inmigrantes de la

with references to Red and White Russia, with a nod

ciudad, coexisten en esos edificios
revestidos de acero, se deslizan uno
junto al otro en las veredas, se codean
mutuamente en las columnas de resefas,
para no integrarse nunca, no asimilarse
nunca, nunca polinizarse unos a otros.

No podemos hacer realmente nada
con la diferencia. Es tan inherente a la
constitucién de los individuos y de las
sociedades como lo es nuestro miedo a la
diferencia. Y, de todos modes, ;queria-
mos realmente hacerlo? La alternativa,
en el arte, serfa una especie de
Esperanto visual, un cédigo interna-
cional de la creacion artistica tan artifi-
cial, tan lleno de reglas, y tan general-
mente comprometido como ese intento
tardio por crear un lenguaje interna-
cional. Y, como el Esperanto, un hibrido
industrial de varios lenguajes europeos
creado en los afios veinte, ese c6digo
visual estaria signado fatalmente por la
obsolescencia, nacido muerto, porque
siendo el producto de un momento
especifico de la historia nunca podria
seguir el paso de los procesos
permanentemente en evolucién de la
conciencia artistica.

Esto no significa que tengamos que
renunciar a todo esfuerzo por tender

puentes sobre las brechas, por facilitar la
comunicacién a través de las fronteras
aparentes. Mas bien, puede ensayarse
una especie de toma-y-da. Imaginen el
mundo del arte como un aula gigante en
el que miles de estudiantes estan aten-
diendo simultdneamente clases de “edu-
cacion bilingtie”, o inglés, o francés, o
espafiol, o portugués, o serbo-croata
como segundo lenguaje. En esta aula,
como estudiantes, podriamos volvernos
un poco mas tolerantes a la transmision
v la transicion y los periodos de asimi-
lacion. El mundo del arte ofrece oportu-
nidades multiples de experimentar con
ponernos a nosotros mismos en la posi-
cién de “emigrantes”, de “inmigrantes”,
o de “residentes extranjeros”, por medio
de nuestras elecciones de viaje y
nuestras opciones de qué estudiar, sobre
qué escribir, qué exhibir, con qué
comprometerse.

Nos hemos vuelto un mundo de inmi-
grantes y residentes transitorios. La
gente todavia afluye a las costas de los
Estados Unidos, pero ya no podemos
hacer negocios, sean bancarios o de arte,
simplemente en el suelo de los Estados
Unidos y en “ingles”, a riesgo de volver-
nos irrelevantes, solipsistas, estériles, de
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to the early Constructivists.

Even within national borders, within individual cities, and
within specific neighborhoods, such differences arise.
Anyone who has spent much time in New York knows that
there are many “Sohos” trading different kinds of art to
different kinds of people, and that these little Sohos, like

the city's immigrant populations, coexist in those cast-
iron buildings, glide past each other on the sidewalks,
rub up against each other in the review columns, never to

integrate, assimilate, or cross-pollinate.

We can't really do anything about difference. It’s as
inherent in the makeup of individuals and societies as is
our fear of difference. And anyway, would we. really want
to? The alternative in art would be a kind of visual
Esperanto, an international code of artistic creation as
artificial, rule-bound, and generally compromised as that
century-long attempt to create an international language.
And like Esperanto, such a visual code would be doomed
to obsolescence because, as the product of a specific
moment in history, it could never keep pace with the

ever-evolving processes of artistic consciousness.

Continued on page 148

ponernos en bancarrota. No podemos
evitar la Babel que encontramos en
Nueva York. No queda ninguna Kansas en
donde refugiarse; “Kansas” no existe
mds, v siempre fue, de todos modos, un
mito, (Significativas cantidades de resi-
dentes en el Medio Oeste hablaron
alemdn durante todo el siglo XIX.) Las
migraciones fisicas, el comercio interna-
cional y las telecomunicaciones globales
han traido el mundo a nuestro umbral,
pero, como cualquiera que esté sin-
tonizado a la extrafieza de este mundo
ya sabe, él siempre ha estado alli. Son
solamente nuestros ojos homo-
geneizantes y miedosos, las lentes selec-
tivas que instalamos, las que vuelven
monocrome al mundo. Son sélo nuestros
deseosos, obstinados ofdos los que fil-
tran el “bla-bla” y rehusan oir todo lo
que no sea la lengua (de nuestra) madre.

Traducido por Reinaldo Laddaga.

(1) Deacuerdo a las cifras
del censo de 1990, el 23,3
por ciento de los residentes
del Estado de Nueva York no
hablan inglés en sus casas; y
algo-asi como el 10,5 de la
poblacion informé que no
habla ingles “muy bien”. Un
41 por ciento de las cabezas
de familia de la ciudad de
Nueva York informaron que
hablan un lenguaje extran-
jero en casa,

(2) The Newest New Yorkers:
An Analysis of Immigration
tnto New York City During the
19805 (Los Neoyorquinos mas
Nuevos: Un Analisis de la
Inmigracion en Nueva York en
{os Arios Ochenta) (Nueva
York, Departamento de
Planeamiento Municipal,
1992), p. 4.

(3) The Newest New
Yorkers, p. 118.

(1) ‘According to 1990
Census figures, 23.3% of New
Yark State residents do not
speak English at home; and
some 10.5% of the population
reported that they do not
speak English *very well.”
Sorire 41% of New York City
households reported speaking
a foreign language at home.

(2) The Newest New Yorkers:
An Analysis of Immigration
into New York Lity during the
19805 (New Yark: Department
of City Planning, 1992), p. 4.

(3) TheNewest New Yorkers,
pe 118,

(4) Federally funded bilin-
gual education had:@ suepris-
ingly. late start in this nation.
A 1989-amendment to the
Elementary and Secondary
Education Act aliowed for
bilingual and English as a
Second Language (ESL), and

(4) La educacion bilingiie
financiada con fondos fede-
rales tuvo un inicio sorpren-
dentemente tardio para esta
nacién de inmiarantes. Una
enmienda de 1969 al Acta de
Educacion Elemental y
Secundaria autorizd progra-
mas bilingiies y de Inglés
como Segunda Lengua (ESL),
y de Ingles para Estudiantes
Extranjeros. Portorriquefios
de habla espafiola que se
radicaron en el continente
argumentaron con fuerza en
favor de 1a nueva legislacion,
dando como razén que, sien-
do cindadanos de los Estados
Unidos, tenfan derecho a una
ayuda financiada por ¢l go-
bierno para superar la bar-
rera del lenguaje.

English for Foreign Students
programs. Spanish-speaking
Puerto Ricans who settled on
the mainland argued forcefully
for the naw fegisiation; rea-
soning that, as ULS. citizens,
they were entitled to gavern-
ment-sponsored aid in over-
coming the lanquage barrier,

(5) The Winter 1995 issue of
Global Voice, The Newslelter of
International Communication
and Understanding, published
by the Berlitz language-train-
ing corposation, focuses on
the economic importance of
emerging Latin and South
American markets to LS. cor-
porations, Included is a pro-
file of an Amerizan banker
whg recently leamed
Partuguese to work more pro-
ductively with Brazilian
investment banks.

(5) El nimero de invierno
de 1995 de Giobal Voice, The
Newsletter of International
Communication and
Understanding (Voz Global, El
Periédico de la Comunicacion
Internacional y el
Entendimients), publicado
por la corporacién para la
ensenanza del lenguaje
Berlitz, se concentra en la
importancia econémica de los
mercados emergentes Lating
v Sudamericano para las cor-
poraciones de los Estados
Unidos, Se incluye un perfil
del banquero norteamericang
que recientemente aprendio
portugués para trahajar de
modo més productivo con
bancos de inversién

brasilefios.
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Latin American cities are overpopulated. Centralization is one of the urban
characteristics still prevailing in the cities of the southern hemisphere.
The recent urban migrations have defined cities as socially unbalanced urban con-

tainers while the rural areas remain

Wﬁ§%amzat the re1a

vacant of economic activity and population.
development is characterized by decentralization and

On the contrary, North American urban

of globalization

% in orwa% qu ¥es ;
0 %ach ese e i? 7
erns of ur an development & w

Aiies. In the periphery of many Latin
Latin America’s economic and political power is| [American cities, where sprawled shanty-
highly centralized in large metropolitan regions. But| ltowns predominate, densities are relatively
that is the case throughout the world. It is the case| |low, even though when compared to the
in North America as well. It is a common perception that| ([typical North American suburbs, net densi-
Latin American cities are “overpopulated.” This is not so. Though ’ ties are h’lgh In any case, density has little to do with the
one of the most urbanized regions of the world, about half of quality of urban life, crime, violence or public health, Tokyo has
Latin America’s population still lives in rural areas| | |residential densities more than three times those in Los Angeles,
and small towns under 100,000 population, outside the yet one would be hard pressed to make a case that Tokyo has more 42 < 43

influence of large metropolitan areas. About one third of all peo-
ple live in metropolitan regions over one million population, but
in North America the proportion is greater than 55%. In North
America, only 12% of the population lives in settlements under
100,000 population and outside metro regions, and there is prac-
tically no rural population left. Therefore, the North
American metropolis is in many ways even
more centralized than the Latin American
metropolis, because outside of its orbit there is very little
left.

%3

The myth of urban overpopulation has been the

since the late 19th Century. These policies - central city
renewal, deconcentration and dispersal to new towns and garden
cities, etc. - have generally worsened urban problems and
inequalities, though they often improve the quality of urban life
for a small proportion of urban dwellers. And they have never
stopped urbanization.

The reality is that urbanization in Latin
America, and everywhere else on earth, is

closely tied to economic development.

Latin America’s cities are not particularly dense. Central residen-
tial densities are about the same as in European and many North

American cities, and usually less than in the most developed Asian

foundation for anti-urban policies by governments| |

| [The fundamental difference between North

crime and violence or an inferior standard of living.

America and Latin America is that the North
American metropolis has a minority of poor,
living mostly in central cities, and the Latin
American metropolis has a much larger pop-
ulation, often a majority, living in poverty
at the urban pen'phery. This distinct urban pattern
results from Latin America’s colonial history.

The representatives of the Crown created in the central plazas
their centers of economic and political power. They planned for
the colonial power and the European population and let the
indigenous masses fend for themselves in spontaneous settle-
ments at the periphery. The highly centralized post-colo-
nial governments have maintained this discriminato-
ry system, and only recently have there been signif-
icant moves towards decentralization.

Internally the U.S. metropolis is relatively decentral-
ized in form. In the post-War period, significant economic and
political power shifted to the suburbs. Cangress is dominated by
a suburban majority, and Los Angeles, the suburban metrop-
olis, has become the model U.S. city. However, the lead-
ing central cities in the U.S. are still global centers for capital
accumulation, and are economically tied to the suburban metrop-

olises in which they reside.




_/4[ Christine Boye

~~ |l have trouble with the center/periphery or north/south dichotomy when it comes to characterizing our
postmodern cities. It appears that the postmodern city is a city of opposites: luxury areas jusiaposed against
poverty areas, the homeless and the yuppies, white collar employment and industrial unemployment, the city of fear and the city of
entertsinment.... Does it make any sense to think in terms of modernist categories of
center/periphery when we are trying to suburbanize the center of cities and urbanize

the periphery; when there are developed spots and underdeveloped places within each
city whether that city is in the north or the south?
Of course this new pattern of spatial formation is part of the transformation effected by globalization and information
lechnolngics that potentially enables every place to be an equivalent spot on the glabal map.

e

Snskc.n Sassen/Arturo Ignacio Sanchez

It is widely known that Latin America and
the Caribbean have long been character-
ized by urban primacy. Primate cities
account for a disproportionate share of
the population, employment, and GNP.
Thus, Greater Sao Paulo accounts for 36%

of national domestic product and 48% of|
net industrial product in Brazil. Santo
Domingo accounts for 70% of commercial
and banking transactions and 56% of]
industrial growth in the Dominican
Republic. And Lima accounts for 43% of]
gross domestic product in Peru.

As in the developed countries,
one component of urhan growth
in those Latin American coun-
tries characterized by primacy is
the growing suburbanization of
growing sectors of the popula-
tion.

An interesting emerging trend is the fact
that in the 1980s a deceleration in pri-
macy occurred in several, although not
all, countries in Latin America.

This trend will not eliminate the growth
of primacy and megacities and it should

be emphasized that this phenomena rep-
resents, in part, an impact of eco-
nomic globalization -
ways in which global processes implant

concrete

themselves in particular localities.
The overall shift in growth strategies
toward export-oriented develop-
ment created growth poles that
emerged as alternatives to the

*primate cities for migrants. This

[The growth of direct foreign

shift was substantially promoted
by the expansion of world mar-
kets for commodities and foreign
direct investment of multination-
al corporations.

investment since 1991 has fur-
ther strengthened the role of the
major Latin American business
centers, particularly Mexico City, Sao
Paulo, and Buenos Aires. Foreign
direct investment, via both pri-
vatization and other channels,
has been associated with the
deregulation of financial markets
and key economic institutions.

Thus the central role played by the stock
market and other financial markets in
these increasingly complex investment
processes has raised the economic impor-
tance of the major cities where these
institutions are concentrated.

Because the bulk of the value of invest-
ment in privatized enterprises and other,
often related, investments has been in
Mexico, Argentina, and Brazil, the impact

in the corporate and financial sectors in
Mexico, City, Buenos Aires and Sao Paulo.

We see in these cities the
emergence of conditions

dent in major Western
cities: high dynamic finan-

of vast capital inflows is particularly felt| |

that resemble patterns evi-|

fcial markets and special-
lized service sectors; the
over-valorization of the
l'output, firms, and workers
in these sectors; and the
|devalorization of the rest of
the economic system.
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The recent process of globalization has been largely implemented using new
information technologies. The cost of becoming global requires
large-scale investments in these new technologies. In the Latin American
countries foreign investments are stimulated by local gov-
ernments, which have influenced urban growth to become the
most urbanized region of the third world, with extremes of
wealth and poverty. This has created the conditions for development of a
potentia] urban market for consumption of technology and services, monopolized /.
the N

e ono of, the North ’

? Vi
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and raw ma d Obal economies e |/

Thomas Angott)

The post-War suburban sprawl in North America was made possi-

ible in part by technological changes that supported mass produc-
fltion of the private automobile, and mass communications (phone,
\Tv, and radio). But the technological changesf
would not have been possible without the
lextremely high rate of capital accumulation
in North America and around the globe, and
its concentration in the North. This made possible
lthe growth in Mass consumption associated with “the
American dream”: the single family home and private
Slauto.

|Suburbanization was not possible in Latin
“|America because of the net outflow of capital from

lable to the masses did not permit anything
lapproaching the mass consumption and suburban
Misprawl of the North. Urban elites, a distinct minority,

and autos. Sometimes these enclaves are sprawled, like the
“Country Club” neighborhood in Caracas, and sometimes they are
Bl very dense, like the scores of luxury condominiums that pierce the
il downtown skyline. Always they are limited and territorially con-
- vfined.
In sum, suburban sprawl during the post-
\War period was a form of “decentralization”
in the North, but it was only possible
Ibecause of the concentration of economic
“land political power in the Northern metrop-
olis. The different urban patterns in North
and South are thus a result of global
inequalities.
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M. Christine Boye
/

Quite clearly there are countries and districts of each city that can be described as information rich or information
poor. So for example the Department of Commerce claims that 20% of America’s poorest families do not
have telephones and only a fraction of those that do have them can afford computers and peripherals need-
ed to participate in the information age. And while the Teleom 95, meeting in Geneva last October, adopt-
ed the slogan “Connect!™ clearly their message was to the top 50 developed nations, not the poorest 48
countries. Investors are absolutely unwilling to share in the risk of developing phone service in Africa, for example. because of
political instability. insufficient profitability, etc. So the matrix of cyberspace extending around the globe via phones,
faxes, modems. televisions, exists within the limits of world capitalism, where rules of hierarchy, profitability, commercialization,
etc., are as rampant and exploitative as ever. Add to this the increasing monopolization of telecommu-
nication industries and the future foretells of more exploitation ....

Saskia Sassen/Arturo Ignacio Sanchez

The globalization of the Latin
American economies is an unde-
niable fact. This process of
international economic re-
structuring and globaliza-
tion is a fundamental re-
sponse to a world wide eco-
nomic crisis in the model of|
accumulation.Countries
such as Argentina, Brazil,
and Mexico, which imple-
mented industrial models
of import substitution and
experienced high levels of
urbanization , are being reincorpo-
rated within the global economy in a very
different manner than those economies
that were not able to implement industri-
al urban regimes, Guatemala,
Honduras, and Bolivia, to just mention a

i.e.,
few representative examples.

The urbanized economies of Argentina,
Brazil, and Mexico - in reaction to the
international economic crisis and the
financialization of capital - are current-
ly dismantling their inwardly oriented
industrial models in favor of outwardly
oriented models based on neo-liberal dic-
tates. The foundational com-
ponents of these newly
constituted models of eco-
nomic development are free
trade, foreign investment,
privatization, and the im-

plementation of non-tradi-

Ational export strategies.
These approaches to economic
development have resulted in
[increased levels of unemploy-
liment, informalization of local
labor markets, skewed income
structures, and rapidly accentu-
ating class polarization. These
processes are clearly evi-
dent in the region’s pri-
mate urban centers and the
newly developing growth
poles. These cities are
increasingly characterized
by rapidly rising levels of]
class and spatial polariza-
tion, social and political
| linstability, exploding street
crime, and the emergence
of well organized social
movements that are mobi-
lizing in response to these
processes.

These trends have accentuated
the devalorization of labor and
have truncated the effective
demand of large segments of the
population which have not bene-
fited from the newly formulated
economic policies. Effective con-
sumer demand is limited to those
sectors of the population that are
linked to the most dynamic and
over-valorized sectors of the
neo-liberal economy. Moreover,

the demand patterns of these

éhigh income groups are charac-

(terized by a high propensity to

consume expensive durable
goods, assembled locally (or
imported) by transnational cor-
porations, or else they manifest
a tendency to purchase high
prestige imported consumer
products i.e., designer goods,
electronic products, etc.

In effect, via the process of|
neo-liberal economic re-
structuring, internal urban
demand patterns are being
reconfigured away from
consumption of internally
produced consumer goods -
which were formally purchased
by middle and working class sec-
tors that were linked directly or
indirectly to an urban based
industrial structure to a
demand structure predicat-
ed on the limited and selec-
tive demand of high income
groups.

The net effect of this polit-
ical economy has led to
increased levels of trans-
national economic penetra-
tion, denationalization of|
the local economy, con-
sumerist enclaves, urban
pauperization, and the
truncation of internal mar-

kets.

44 > 45
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The emerging and rapidly evolv-
ing mix of information technolo-
gies are both strategic instru-
mentalities and commodities
that play a significant role in the
increasing levels of multination-
al economic penetration in cer-
tain nations of the Latin
American region. This process
of economic reinsertion has
been largely concentrated
in a limited number of
strategic urban sites. These

strategic sites, linked via
information technologies,
in the emerging global
chains of finance, produc-
tion, and consumption.

The implementation of informa-
tion technologies in Latin
America is an uneven process. Tnis||
is particularly evident in
the privatization, denation-|
alization, and modern-|
ization of telecommunica-
tion systems in certain

urban places operate as key| |

|ALatin American countries.
Foreign firms are particularly interested
in this sector because it functions as a
key vector in implementing and expand-
ing such important telematic business
and financial services as data communi-
cations, sound and image communica-
tions, mobile communications, multi-dig-
ital networks, and text communications.

The Internet is increasingly
being utilized to penetrate
domestic and international
markets, market products,
provide access to technical
and economic databases,
and to communicate with
suppliers and corporate
offices. Moreover, Latin American
Internet access is now being viewed as an
increasingly profitable venture by U.S.
commercial service providers. Compu-
serve and Performance Systems Inter-

marketing Internet access in major Latin
American cities. The rapid ex-
pansion of Internet access,

national, two U.S. firms, are currently||

nevertheless, is signifi-

*cantly constrained by the
(thigh costs of telecommuni-
cations. In effect, the costs
associated with Internet
access have limited partic-
|ipation largely to the most
dynamic and financially
robust firms (read transna-
tional corporations and
domestic firms linked to
foreign capital).

The above mentioned
processes, of course have
significant political and
economic consequences. In
effect, these processes engender a series

of important questions for the future of
the region. For example: 1) Are the new
technologies increasing or decreasing the
levels of Latin America’s economic and
technological dependency? 2) How are
these technologies impacting on the
internal structure of the Latin American
city? 3) Are these technologies accentu-
ating and accelerating a process of inter-
nal urban fragmentation and leading to
the development of informational and

technological enclaves?
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The creation of urban enclaves in Latin American
cities is expanding the gap between rich and poor.
In this context, new technology is reinforc-
ing the dominant social relations. as it always
has throughout history, technology reinforces but does
not determine social development and spatial pat-
terns. Latin American cities are already cen-
ters for the latest communications technol-
0gy. A difference with North America is that Latin
America tends to consume the new technol-
ogy more than produce it, so control of this
technology remains concentrated in the

the new technology is more confined to elite
enclaves. At the personal level, Latin America’s urban elites
now have easy access to the Internet. They can easily

tem, with CD ROM, satellite dish, and fax. They carry
cellular phones everywhere. They are as d]glt]ZEd and

North. Another difference is that in Latin Americal |

acquire a fully integrated home communications sys-|.

?

Awired as the urban elite in the U.S. Elite res-

lidential enclaves in Latin American cities

are integrated in global networks as much
as they are physically isolated from the
metropolises in which they reside.
Transnational corporations based in Latin America
are also globally wired. They bypass the first-generation
technology of local phene systems and buy the latest in second-
generation technology for their own use.

The technological disparity between North
and South, therefore, is not as substantial
as the technological disparity within the
South.the average worker living in a barrio or favela often
lacks even the simplest technology, like @ plain phone line, The
challenge ahead is to democratize the hier-
archical social structure that makes for
these disparities.

Existence of the technology will not, by itself, make for democra-
tization. What are needed are public policies and actions that
make new technology more accessible to all.

M. Christine Boye

and filmed.

This question is always the most difficult - the question of tactics from within, or how to disrupt the dominant dis-
COourse (i.e. the dominant developer of media, telecommunication and advertising coming from North America). | would rephrase
this question, however, So that dependency is not so technologically determined.

Instead, the emphasis should be placed on cultural expression as a tactical procedure - on
controlling what is being said, shown, filmed and the manner in which it is said, shown,

Already we can see a lead here with respect to Latin American cultural expressions in cinema and literature, in which informational

devices such as chaos theory, knots, labyrinths, simultaneity, and indeterminacy have found critical expression.
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Geu(rreg Fox

People from the “margins" of the America's urban cultures are using the new
information technology in surprising ways. The Mayan rebels of the Ejercilo
Zapatista de Liberacion Nacional inform the whole warld of their positions and
have even conducted an international poll on what thair pollcies should be,
through the Internet, indigenous Canadians transmit lagal and international
news, greetings and cullural programs, in all their native languages, via TV ple who have a startlinaly different sort of informallon to convey.
satellite, and so on. Christine Boyer is quite right: the old categorias of f The lack of a dacent formal education in reading and writing is no serious obsta-
ole for those working with sound and images; in fact, people without such for-

less. What is new and potentially disruptive of the old patterns of exploitation is
that wealth, power (g.g., political and military), and information access are: not
necessarily correlated.

With only a little assistance from outside groups, such as Subcomandante
Marcos. of the Zapatistas, or artists who hand out cheap camaras to stum chil-
dren in Washington, D.C., or Bogota, this technalogy reaches the hands of peo-

“center” and “periphery.” “First Warld" and “Third World," and even the rapidly
aging category of "postmodern™ no longer help to explain anything. | [mal education often grasp the potentialities of the new media faster than those
Saskia Sassen has also made the point, thaugh ot in this intervention, f with it.

| do not believe that information equals pawer - there are too many igrorant

that North America Is becoming “Latinized” or even “Third-Worldized," as con-| |
ditions of exploitation of cheap labor long familiar in Latin America are repro- } tyrants for us to beliave that oversimplified aquation - but access to information,
duced in the sweatshops of Los Angeles, New York, Chicago and the border and to the ability to impart information, is a resource that can be used lo gain
lowns, al the same time, overseas invastment in Latin America by North
American, European and Asian firms creates pockets of relatively high-wage,
high-techniology industry that destabilizes the economies of surrounding areas,
stimulaling urban and international migraticn and further confusing the distinc-
tians between Latin American and North American ways of life.
As Tom Angotti points out forcefully, the sharpest confradictions today are
not between a nencolonial Latin America and a hegemonic North America, but
between those with greater wealth, cower and information access and those with

Frn destroying focal urban quality. 4capacity. as a site for the production

The wave of urban development expe- /One such example is a major shop- and exchange of information, to con-
rienced in Latin America during the ping mall in the city of Cordoba,| [|nect locally disadvantaged individuals
1980s was driven by the global econ- |l Argentina, whose architects succeed- and groups with similar individuals
omy. The capital cities of many coun- ed in getting the city to reject the and groups world-wide, thus exponen-
fitries experienced considerable trans- American suburban pattern of “big tially increasing the opportunities for
formation of their historical centers f box" retail surrounded by parking. global strategies for cultural and [per-
and their urban fabric as a result of | think that Christine Boyer is right haps] economic resistance. The
new construction originating in in pointing out the inadeguacy of question, as always, will be one of
international investments on buildings 1870s categories such as access and control.
for the banking industry, tourism and f center/periphery and North/South in Can the technology itself generate
shopping. These new developments, the analysis of urban development ’ American suburban-style dispersion
which imitated styles, building typolo- and cultural production in Latin in Latin American countries? This is
gies, and spatial configurations arigi- f America, because economic globaliza- f doubtful in the short run, given the
nated in the U.S., have marked the tion creates "centers” and “periph- great economic polarization and wide- /
center of Latin American cities, as| | |eries” that are now globally distrib- spread poverty in the region.

well as other coastal or mountainous uted. More likely, the technalogical facilita- /
tourist destinations, as locations with- Electronic technologies, as both Tam tion of global capital might produce /
further development opportunities in ‘
/

power,
The Zapatistas have used il to gain papular support throughout Mexico and the

world, other "Indians” of the Americas use it to defand their communities and to
prepare them (o deal with the outside world, and everybody - even thosa whose
acoess to the new lechnology is limited to watching the programming on O
Globo - becomes aware of alternative ways of life and the existence of distant
cities, destroying the ignorance and isolation which have always been the first

line of defense of daspotism.

in the homogenizing web of globel|| |[Angetti and Saskia Sassen/||
£C0N0MIC processes Arturo Sanchez point out, have fos-||  |interior locations not currently under y
There have been few instances where f tered economic globalization and the f the influence of the large urban cen- ,‘"
| | [ters, and in time result in @ pattern /
/

local designers were hired to imple- globalization of local elites in Latin
American countries, One’ char‘acteris-f

ment projects and even fawar where f
tic of the Internet, however, is its lack

they were able to successfully trans-|
form the imported model to prevent it of physical location and thus its

closer in structure and form to /
American and European metropolitan /
/

centers.
[

Hichard Ingersoll
Let me preface my response to the first interventions by identifying my expertise as architectural history. I devote more atten- /
/

tion to the form of cities than to the social or political analysis of them.
As LB states, the easy distinctions between center/ periphery, north/south, and, we should add, first world/third world, no

longer correspond to an empirical knowledge of cities. Whatever the Third World used to mean it is now a more generalized
condition. The difference is now a question of scale rather than type. /
For those who still believe in political solutions to urban problems; the postmodern blurring of categories presents indeed a
nasty problem since it becomes increasingly difficult to locate the sources of accountability. Where one used to be able to blame| |
a corporation (like GM for the destruction of public transportation), or a country (like the U.S. for the destabilization of
Allende’s Chile), or even an individual (like Nixon for the invasion of Cambodia), the path to responsibility has been cloaked /
by various levels of telematic distance. Uneven development and horrific human exploitation continue in an ever less regulat-| |
ed manner, a fact that registers on the form of most cities. What surprises me, considering the visible class division in the city.|/
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corroborated by statistics about the shrinking middle class in most countries, is that there does not seem to be much evidence
of new urban social movements. For instance the uprising in Chiapas, arguably the most successful social movement in the last
decade, is not urban. Instead I notice a spreading of anarchy - events like the South Central riots in LA, and the rise of all sorts
of predation in most cities. Enclaving, which is as prevalent in Los Angeles and Houston as it is in Monterrey and Caracas, is in
my mind the most significant trend in recent urbanism and the direct response o anarchy. It of course means the closing of the
city. a refeudalization, the limiting of access, the end of a possible polis.

Many people in architecture believe that virtual architecture is already in practice — and thus the obsolescence of space and form
as quantifiable or acsthetic entities. At least they talk as if this has already happened.

I fail to feel any enthusiasm for anything that promises me less bodily contact with the world, but am forced to recognize how
despatialized all relationships are becoming in spite of my desires. To me the Internet seems just another insidious way to say
one thing like hyper-democracy while doing another, like limiting access. Information society has the pretense of anarchical
multiplicity with the friendly face of new tycoons like Bill Gates sitting at the “window,” raking in the power,

As the techniques will not fail (cyber-Luddites notwithstanding), access to the virtual realm will become the major political issue
of the end of the decade, and perhaps the real city will become less of a political territory. The computer in this regards will kil
the city, and with it the idea of the polis. | hate to even think of it, but there will come a time when those who are interested in
preserving the idea of democracy will struggle not just for fair housing, health care, and transportation, but public jacks.

So with this overly paranoid response 1 would conclude that while urbanization is mcreasing incrementally, the despatializing
model invented in the U.S. is being repeated everywhere with minor variations (for instance in Caracas high-rise housing often
takes the place of the low-rise enclave). Any social movement that would like to defend democratic rights will eventually prob-
ably have to launch its struggle through the sort of telematics we are using in this conference in order to address power. But I
have so many questions about the ensuing change of consciousness that this technology implies. Without bodies in space one
cannot imagine the human predicament which is the essence of that historic struggle for rights.

Saskia Sassen/Arturo Ignacio Sanchez

First and foremost, we would like to

ets, flows of services, and investment has %nternational and national competition;
" |in-creased significantly over the past few redundancy in factors of production; new

respond to the theoretical issue posed by years. Moreover, an impgrtant conse- employment patterns; and increasingly
both Angotti and Boyer: |quence is the increasing inequality in the| [skewed income distribution. Both North
Does the North/South construct ade-| /|concentration of strategic resources and and South America are sites for these
quately address the new realities of glob- activities between each of these cities and| | [processes.

alization? Globally oriented financial| ||others in the same country. For example,| [[The dominant discourse on globalization
elites are evident in the less developed in the Brazilian case, Sao Paulo has gained and the emergence of new growth centers
world and in the highly developed coun-| | |immense strength as a business and finan-| | |tends to discount the central role(s)
tries as well. Furthermore, it is now clear cial center over Rio de Janeiro - once the played by the new forms of marginality. In
that sectors, activities, and actors that political capital and the most important other words, the analysis and general
appear unconnected and anachronistic to city in the country - and over the once commentary on the new global economy
the new leading sectors of the economy powerful axis represented by Rio and tends to privilege only certain sectors and
are, in fact, part of the economy. Garment Brasilia, the current capital. Spatial shifts| | |activities. This is a narrative of eviction - a
sweatshops in New York, Paris, and Tokyo in power such as these are consequences narrative that suggests, in part, that the
may look like 19th century operations, but of the formation of a globally integrated only type of worker that matters is the

they are an integral part of the current| | |system. | |highly educated professional, and that the
phase of advanced economies. The current The flip side to the new geography of cen- only firm of import is the advanced glob-
phase in the world economy is character- | trality is the new geography of marginali- ally oriented firm. This optic devalorizes
ized by global dispersal of economic activ- ty, which also cuts across the old| | |workers, firms, and sectors that don't fit

ities and increasing levels of global inte- North/South divide. One instance that this image.

gration - under conditions of continued captures it, besides the sweatshops in the The new geographies of centrality and
concentration of economic ownership and North, is the fact that Manhattan - from marginality are also sites for contestation.
control. Telematics and globalization are 59th Street to Wall Street - has over 700 The new information technologies are to
fundamental forces shaping the organiza- buildings served by fiber optic cable, while some extent constituting this geography

tion and function of these emerging eco- Harlem has only one (and South Central of marginality as a space of power - a
nomic spaces, | |L:A. none). Moreover, the development of] power of resistance, of contestation -
The global economy is a grid of linkages|| [new growth sectors, new organizational|  |because they are connecting the dispersed
and nodes that cuts across the North/ capacities, and new technologies is pro- points that Boyer speaks about in her
South and includes cities such as Buenos ducing new sites and forms of marginality. response. The process of marginality and
Aires, 8ao Paulo, and Mexico City. The This new marginality has several compo- contestation is increasingly being played

intensity of transactions among these nents: the “creative destruction” that is out in the city. In this context, a key
cities, particularly through financial mar- part and parcel of growth; losses due to question emerges: Whose city is it? Among
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the new major actors making claims on
the city are foreign firms and internation-
al business pecple. On the other hand,
there are those marginalized individuals
and groups who use political violence to
make their claims on the city, claims that

lack the de facto legitimacy enjoyed by (
the new city users. These contestations|

and claims are being made in the cities of|

both the developed and non-developed
ﬁcuunrries. The uprisings, over the last
| |decade, in major cities of the world are
perhaps an indication of the sharpened
inequalities.
The newly constituted spaces and places

new information techmnologies through
the combination of innovation, deregula-

of globalization are highly variable. The|

| [is no longer mappable or easy to control by

tion, and privatization are creating a new
space akin to a “wild west” - a space that

major political and economic actors.
Moreover, by enabling the dispersed sites
of marginality and reconstituting them
into cyber-networks, the new information
technologies open hemisphere-wide possi-

bilities for contesting dominant forms.

Thomas fingolti

My first remarks emphasized distinctions between North and South,
and center and periphery to dramatize the significance of urban
inequalities. I agree with others that these categories are no longer
adequate (actually they never were) to fully understand the reality
in the Americas. But I don’t think a that the categories are entirely
irrelevant. By any objective measure - per capita income, availabil-
ity of basic urban services, personal security, unemployment, etc. -
the gap between the U.S. and Canada on the one hand, and every
single Latin American nation, without exception, on the other, is
yawning. What the North South dichotomy fails to explain are the
growing gaps within the North and the growing gaps within the
South. The economic giants in the South - Argentina, Brazil, Mexico,
and Venezuela - are far out ahead of most of the Central American
and Andean nations. They are also the most urbanized nations in
the regihn. And within these four leading nations, the rural urban,
intra-regional and intra-metropolitan gaps are growing.

At the level of individual metropotitan regions, there remains in the
1I.S. a very clear and definable gap between central cities and sub-

urbs, despite some recent counter trends. The divide is economic |

and racial. The central city/suburban divide is not 3s clearly defined
in Latin American cities; the centers and peripheries of many met-
ropolitan areas include high income enclaves as well as low income
barrios. If the U.S. model of social and spatial segregation through
sprawl takes hold, the spatial pattern may change. But that really

doesn’t matter much; it's the unequal social pattern that’s the basic ,
problem, regardless of what spatial form it takes. I believe
Richard Ingersoil’s concerns about the “obsolescence of
space and form” are well grounded. Privatization of public spaces
and the advance of cyberspace together may destroy whatever

Aremains of the polis. But I feel he is much too pessimistic. We also

[need to look at the very real constraints on the “enclaving” process
|and on cyberspace. There are many indications that these processes
are not well advanced. Against the dominant trend, large public
demonstrations still take place in Mexico City's central plaza.
Hundreds of thousands turned out for Lula in Brazil. As illustrated
most recently by the downfall of South African apartheid, through-
out history labor has praven capable of transforming enclave sys-
tems, sooner or later, into more open systems.

The “enclaving® process is constrained not only by the political
actions of labor but also by the needs of expanding capitalist pro-
duction and circulation. Elites have not yet found a way to com-
pletely isqlate themselves physically from labor, either in the realm
of producﬁon or consumption. Indeed, how could they? Elite
enclaves are built and maintained by labor, and their products are
cansumed by labor. Capitalists who dream of a world without labor
would deprive themselves of the one element needed for their own
reproduction. The reality in Latin America is that the vast majority ofj
people are only marginally affected by the information age in thei |
daily lives. If you live in a barriada in Lima, you may have a TV and
radio, and even an intermittently operating phone line. But chances|
are you're as far away from the Internet as you are from Jupiter. Andl
what does privatizing space mean in a neighborhood where land has
practically no value on the market? The thousands of barriada resi-
dents who have fought pitched battles against displacement know
very well the meaning of place.
In sum, while it often appears quite gloomy when looking at the cur-
rent global situation, there is a long way to go before the placeless,
privatized American dream becomes a global reality. History isn’t
made until it's made.

M. Christine Boye

I am concerned that our postmodern theories of geographical space - theories that include accounts of Global Cities and Informational
Cities - have evolved in the so-called centers, the old metropolgss But have they given adequate theoretical consideration to the uneven
and repressive nature of these theories? Can they adequatel§’ticorize the experience of “peripheral reality” be it in the south or north?
Let's face it, cybernelics - the grandfather of all our informational theories - defines a new set of power relations. I am interested in
telecommunication surveillance procedures which mobilize power - or concentraie authority over both concentrated command and con-
trol posts in the CBDs of Global Cities and throughout the dispersed decentralized metropolitan “peripheries.” In other words. when
information technologies “hit the ground” they engender amazing effects. Let’s deal with these! The basic assumption in geography is
that space is always mappable, knowable and hence totalizable - we can gaze upon the city, know and systematize its plans of violence
and horror and hence impose a grid of control (a network of excluded areas, special surveillance areas, etc.) over these dreadful spaces.
Maps are uneven dialogues - directly associated with those in power or control, they are imposed on the weaker sectors in society. Maps
are a language of power. Maps are also closely associated with data banks, or archives of information, Thus we might also ask how
telecommunication in-either the north or the south has affected our perception and memory of the city. Theoretical maps of the city have
a way of eradicating our vision of space from which our memory of the real city is formed. They displace our sense of agency and height-
en our belief that we are adrift in time and space. The originator of “cyberspace,” William Gibson. seems to confirm the vulnerability of
popular memory in his statement that “computers in my book are simply a metaphor for human memory.” Yet “history,” for Gibson, is
simply a matter of facts, dates, information in “dead storage.” It mimics all the tactics of repression and oppression and violence that col-
onization engendered. And so we might return to the early years of computers - the post-colonial years of the 1950s - because the com-
puter’s model of memory is based on an imperial archive that divided the globe into people who were civilized and uncivilized, who were
with or without memory, who hand long-term or short-term memory, and who used writing or only speech. These divisions still haunt
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today’s theories that are based on computers and telecommunication. Think for a moment about surveillance video cameras scanning and
interpreting more and more parking lots, entrances, banks, supermarkets, malls, theaters, and ball parks in either the north or the south -
these fortified enclaves that seem to be on the increase around the western world. Our everyday environments are increasingly usurped
by technological devices that see and foresee in our place. The space of the city is becoming virtual, while surveillance devices seem to
reveal more and more of crime and violence but less and less of anything else. We are talking about the city becoming one of deterrence
machines that are looking, assessing, weighing every sexual assault, burglary, illegal entry. or accident. Consequently, the contemporary
city is absent of community and urban space is becoming a metaphor for 4 disembodied computerized cyberspace.

So as | said in my opening remarks, we have a long way to go in theorizing and criticizing the manner in which we apply postmodern
geography to contemporary spatial restructuring and global economies without challenging the essential organization of power, nor
addressing the issues of agency or the fact that the space of our contemporary cities is disappearing from sight/consciousness/memory
into the realm of the virtual.

S

because the new mobility that has come with the latest wave of
In the discussion of complexity, let's not lose sight of the histor- globalization has affected capital more than labor. But for both
ical contradictions that today remain obvious and intractable, capital and labor that old North/South divide remains real, free
among which, Tinsist, are North/South and center/periphery and, market aspirations, and “globalization” notwithstanding.

lest we forget, the contradictions between and within classes, and To North Americans, as a reality and a matter of perception, Latin
among and within nations. Yes, the contradictions we have America is still “south of the border,” and the border is becoming
focused on - urban/rural, metropolitan/non-metropolitan, mod- a new Berlin Wall. I've never before quoted Ronald Reagan, but 'l
ern/traditional, high tech/low tech, rich/poor, formal/informal, be forever be impressed by the revelation that came to him on his
etc. - are all fundamental, and part of the historical process we trip to Central America, during his Presidency and perhaps before
are attempting to understand better. But for most people in the|/ [|the onset of his Alzheimer’'s, that “they’re all different countries
hemisphere, there remains a real barrier between North and Sauth| down there.”

M. Christine Bayer

I would like theorists of the global economy to address how the “subjects” in these new spaces of marginality might voice their own
experiences, articulate their sense of marginality, display their own control over these new spaces and new technologies. It seems that
the position of the marginal is as always being described and their spaces determined from outside their lived experience. Without a
voice they seem passively dominated by transnational corporations, international banks. and financial and information infrastructures.
Is the resort to violence, mentioned by Sassen/Sanchez, as a power of resistance, a self-destructive gesture of last resort that is both
romantic if envisioned as revolutionary. and conservative if judged as a potential threat that must be contained? Is labor in the new
geography of * marginal spaces” reduced to sweatshop industries? Is it so that the new information technologies will require a more
highly skilled and better educated world labor force or instead is there a general down-skilling within the labor force of the “margin-
al spaces™ where wages in the global economy are pushed downwards in a competitive race to the bottom? Can this be called “cre-
ative destruction?”

In response to Angotti, I would challenge his statement that the unequal social pattern is important regardless of what spatial form
it takes. Instead spatial form veils the mechanisms of power, dominance and exclusion, that must be addressed.

As for Ingersoll's concerns that space and form are obsolete, doomed by the immateriality of the informational network or cyber-
space - might this be an ideology we too readily accept as those of us on the net walk away from concerns with material reality?

Torre’s discussion of local groups’ non-involvement with historic preservation projects and the imposition of requirements for glob-
al tourism on local economies is important. As is Geaffrey Fos's account of different local groups use of information technologies
to tell their own storics, oral cultures that can grasp the new technologies based primarily on image und sound. Obviously, there needs
to be much more in the way of local self-expression. Al the same time we cannot ignore how these new technologies manipulate rep-
resentations. I have in view an image from today’s New York Times that shows a white boy watching a naked group of Bushman chil-
dren at play in Kagga Kamma Game Park in South Africa. Evidently a group of 40 of the dwindling population of Bushmen have been
“rescued” from an impoverished existence and allowed to live in the Park and be on display as the star attraction in what the news-
paper defined as an “eco-tourism business.”

They too wanted to live a life untainted by Western civilization - but they were nearly routed out of existence instead. Paying $7 to
view the Bushmen, the tourist is given a glimpse of the “bushmen babies” before meeting adults dressed in loincloths. The Bushmen’s
leader believes that unless they are given title to some land where they can live as they want, their numbers will dwindles and they
will disappear.

Clearly I point to some gloomy aspects of the “wired telecommunication savagery” for the future.
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Saskia Sassen/Arturo lgnacio Sanchez

It is evident, from reading the various
interventions, that we all concur that in
an age of rapid globalization and infor-
matics, the North/South construct is
fraught with conceptual limitations that
fail to capture the current Latin American
realities. Nevertheless, certain gualifica-
tions are in order. Globalization is a polit-
ical economic process that is encased in a
larger dynamic; the reconfiguration and
expansion of a finance driven economy
on a world scale.

There has never existed one Latin
American reality - only hybrid and con-
tingent realities that flow from the his-
torically specific interactions within and
between specific social formations and
their respective articulations with the
world economy.

Within this context, it was argued in an
earlier intervention that “whatever the
Third World used to mean is now a more
generalized condition (the difference is
now a guestion of scale rather than
type).” This line of argument obscures
the range of differences in the Latin
American urban experience and high-
lights the commonalities between the
center (“developed countries”) and the
margins  (“developing  countries”),
However, by privileging and historicizing
the specificity of distinct places, differ-
ences are brought to the foreground.
Methodologically this would allow us to
specify how the new information tech-
nologies are being inserted within specif-
ic urban places. This would then facili-
tate an analysis that goes beyond such a
generalized category as the mega-city
construct that tends to submerge how
the informatics technologies are con-
cretized differently in specific places.

The impacts of globalization are an unde-
niable fact in Latin America. This is, nev-
ertheless, an embedded, uneven, and
variable process. For example, in certain
countries, as the state is restructured
and decentralized to meet the logic of
the market, new political practices at the
local and popular levels are gradually
emerging. This is evident in the rise of
social movements which tend to be high-
ly specific and particularized. They repre-
sent a significant shift from the overar-
ching political vernacular of mass mobi-
lization which was formally associated
with a centralized and interventionist

state. In many instances, the political

“kanguage of the new social movements is
rooted in the structures of everyday-life -
housing, potable water, transportation,
etc. Conversely, under differing circum-
stances, the political language of other
social movements combines difference
and specificity with more encompassing
categories.

|[Examples of this phenomena are the
movements for Black consciousness,
indigenous and ethnic rights, feminism,
children’s rights, and ecological sustain-
| {ability.

In order to grasp the significance and
variability of these emerging social move-
ments on specific places and the new
modalities of governance, it is necessary

| lto formulate novel forms of theorization

and to engage in detailed historical
analysis.

By initiating the analysis at the local
level and identifying and historicizing
the connections and discontinuities with
the global level, the multiple specificities

Alfredo Jaar

*
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A)f the Latin American realities would not

| |inverted lenses would provide us with a

be subsumed under abstract and a-histor-
ical theoretical constructs.

Reconceptualizing the impacts of global-
ization in Latin America through these

fundamentally different view. It would|
expand our analytical scope.

In our reading, it is evident that the local
and the global are not discrete cate-
gories. They must be analyzed in tandem
as dialectical processes that emerge and
re-emerge in reworked and in historically
specific configurations and places. In
order to approximate these contingent
realities it is necessary to excavate and
articulate the many and varied micro-his-
tories that make up the Latin American
realities. This requires a reworking off
conceptual categories and an engage-
ment with historical analysis that would
ground abstract theorization with the
varied realities of the Latin American
continent.

CGrdobo Shopping Architect: José Ignacio Diaz, Cérdoba Argentina (p. 44)
Nuevo Norte Shopping Architect: José Ignacio Diaz, Salta Argentina (p. 47)
Views of Caracos - Courtesy: Victoria Benatar Urban
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Las ciudades Latinoamericanas estdan superpobladas.

La centralizacibn todavia es una de las caracteristicas urbanas prevale-
cientes en las ciudades del Hemisferio Sur. Las recientes migraciones urbanas
definieron a las ciudades como contenedores urbanos socialmente desbalanceados
mientras que las &reas rurales continuan carentes de actividad econdmica y
despobladas. E1 desarrollo urbano norteamericano, por el contrario. se carac-

ter16 or 1a desc|entr‘a111ac1qlno la s%bur‘ba izacion.
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' redominan, las densidades son relativamente bajas,

El poder econémico v politico en Latinoamérica estd muy|  [adn cuando se las compare con los tipicos suburbios
centralizado en las grandes regiones metropolitanas. Pero|  [norteamericanos, donde las densidades netas son
lo mismo sucede en todo el mundo. Es una percepcion altas. En cualquier caso, la densidad tiene poco que ver can la cali-

=)

comin la de que las ciudades latinoamericanas estan dad de la vida urbana, el crimen , la violencia o la salud pablica.
“superpobladas”. Esto no es cierto. Pese a que se trata de una de Tokyo tiene densidades habitacionales mas de tres veces mayores
las regiones mas urbanizadas del mundo, algo asi como la mitad de| | |que las de Los Angeles, y, sin embargo, seria dificil sostener que

la poblacién de Latinoamérica todavia vive en dreas rurales y
pequefios pueblos de menos de 100.000 habitantes, fuera de
la influencia de las grandes areas metropolitanas. M3s o menos una

Tokyo tiene mas crimen y vielencia, o un nivel de vida inferior.

La diferencia fundamental entre Norteamérica y
Latinoamérica es que la metropolis norteamericana
tercera parte de la gente vive en regiones metropolitanas de mas de tiene una minoria de pobres, la mayoria de los cuales
un millén de habitantes, mientras que en Norteamérica ta propor- vive en el centro de la ciudad, mientras que la
cion es de mas del 55%. En Norteamérica, apenas el 12% de la / metrépolis latinoamericana tiene una poblacion

mucho més grande - mayoritaria con frecuencia - de
situados fuera de las regiones metropolitanas, y practicamente no| | [personas viviendo en la indigencia en la periferia
queda poblacién rural. En consecuencia, la metropolis | |urbana. Estos diversos modelos urbanos son el resultado de la
norteamericana estd en varios sentidos mas centrali- { historia colonial de Latinoamérica. Los representantes de la

poblacién vive en asentamientos de menos de 100.000 habitantes

zada que las metrépolis latinoamericanas, ya que no
queda practicamente nada fuera de su érbita.

El mito de la superpoblacién urbana ha sido el fundamento| | [poder colonialy la poblacion europea, y dejaran que las masas indi-
de las politicas antiurbanas desde fines del siglo XIX. Estas| | |genas se las arreglaran por si mismas en asentamientos esponta-
politicas de renovacion del centro de las ciudades, de desconcen- neos en la periferia. Los altamente centralizados gobiernos
tracion y dispersion hacia nuevos pueblos, ciudades jardin, etc., post-coloniales han mantenido este sistema discriminato-
han generalmente empeorado los problemas y las desigualdades| | |rio, y sdlo recientemente ha habido algunos mavimientos
significativos hacia la descentralizacion.

vida urbana de una pequefa proporcidn de los habitantes. Y nunca Internamente, la metrépolis de los Estados Unidos se encuen-
han detenido la urbanizacion. La realidad es que la urbani- tra relativamente descentralizada en su forma. En el periodo
zacion en Latinoamérica, y en todas los demads|! |de post-guerra, el poder econdmico y palitico significativo se
regiones de la tierra, esta estrechamente vinculada al
|desarrollo, econdmico. Las ciudades latinoamericanas no son( mayoria suburbana, y Los Angeles, la metrépolis suburbana por

Corona crearon en las plazas centrales sus centros de poder
economico y politico. Ellos hicieron sus planes destinandolos al

entre las personas, aunque con frecuencia mejoren la calidad de la

desplazé hacia los suburbios. El Congreso estd dominade por una
particularmente densas. Las densidades residenciales en sus cen- excelencia, se ha vuelto el modelo de la ciudad en los Estados
- |tros son mds o menos las mismas que las de muchas ciudades dej| Unidos. Sin embargo, las principales ciudades centrales en los
|Europa y Norteamérica, y usualmente menores que las de las ciu-
dades asisticas mas desarrolladas. En la periferia de muchas|  [capital, y estdn econémicamente vinculadas a las metropolis subur-

 |ciudades latinoamericanas, donde las villas miseria banas en las cuales residen.

Estados Unidos son todavia centros globales para la acumulacién de




4' Christine Boye
/

Tengo dificultades con las dicotomias centro/periferia o Norte/Sur cuando se trata de caracterizar nuestras Ciu-
dades postmodernas. La ciudad postmoderna se presenta como una ciudad de opuestos: la yuxtaposicién de
zonas lujosas con zonas pobres, los desalojados con los yuppies, el trabajo en oficinas y el desempleo industrial. la ciudad del miedo y la
ciudad de la diversion.. ¢ Tiene algidn sentido pensar en terminos de categorias modernistas como

centro/periferia cuando estamos intentando suburbanizar los cen

tros de las ciudades y

urbanizar los suburbios, cuando dentro de cada ciudad hay puntos de desarrollo y lugares
subdesarrollados, ya se trate de una ciudad del norte o del sur? por supuesto este NUevo patron de for-

macion espacial es parte de la tansformacioén llevada a cabo por la globalizacién y las tecnologias de

que permite a cada sitio ser potencialmente equivalente a cualquier otro en el mapa global.

informacion

—

Saskia Sassen/fArturo Ignacio Sanchez

Es muy sabido que Latinoamérica y el Caribe se
han caracterizado durante mucho tiempo por la
primacia urbana. Las ciudades mas grandes
poseen una participacion desproporcionada en
la poblacion total de los paises, los empleos y el
PNB. Asi, al Gran San Pablo le corresponde el
36% del producto nacional interno v el 48% del
producto industrial neto de Brasil. A Santo
Domingo le corresponde el 70% de las transac-
clones comerciales y bancarias y el 56% del craci-
miento industrial de la Repiblica Dominicana. ¥
a Lima le corresponde el 43% del producto bruto
interno del Perd,

Como en los paises desarrollados, un
componente del crecimiento urbano
en los paises latinoamericanos carac-
terizados por la primacfa es la subur-
banizacién en aumento de crecientes
sectores de la poblacion.

Una interesante tendencia emergente es la
desaceler:acién en la primacia que se dié durante
los afios ochenta en varos paises de
Latinoamérica, aunque no en todos. Esta ten-
dencia no va a eliminar el crecimiento de la pri-
macia v las megaciudades, aunque es preciso
enfatizar que este fendmeno se debe, en parte,
al impacto de la globalizacion
econdmica, a los modos concretos en los
cuales los procesos globales se implantan en
localidades particulares. £l desplazamiento gene-
ral en las estrategias de crecimiento hacia el
desarrollo orientado a las exporta-
ciones ha creado polos de crecimien-
to que emergieron como alternativas
a las grandes ciudades para los

migrantes. El desplazamiento fue pro-

ovido substancialmente por la
expansion de los mercados mundiales
lde mercancias y la inversién extran-
jera directa de las corporaciones
multinacionales.
El crecimiento de la inversion extran-
jera directa desde 1991 ha fortalecido
adicionalmente el rol de los mayores
centros de negocios latinoameri-

| (CanOs, particularmente Ciudad de México, San

Pablo y Buenes Aires.

La inversi6n extranjera directa, a
través de la privatizacién y otros
canales, ha sido asociada con la
desregulacién de los mercados finan-
cieros y otras instituciones econdmi-
cas claves. Asi, el rol central desempefado por
12 bolsa de valores y otros mercados financieros
en estos procesos de inversién crecientemente
complejos, ha provocado el crecimiento de la
importancia econémica de las grandes ciudades
donde estas instituciones estin concentradas.
Dado que la mayor parte del valor de inversién
en empresas privatizadas y ofras inversiones a
veces vinculadas a ella ha correspondido a

México, Argentina y Brasil, el impacto de vastas

mente en los sectores corporativos v financieros

de Ciudad de México, Buenos Aires y San Pablo.

Es posible percibir en estas
ciudades la emergencia de
a modelos visibles en
dente: mercados financie-

ros altamente dindmicos,

situaciones que se asemejan|

grandes ciudades de Occi-|

entradas de capitales se hace sentir particular-| |

Asectores de servicios espe-
|cializados, sobrevalorizacién
|de los productos, las empre-
sas y los trabajadores de
estos sectores, y desvalo-
rizacion del resto del sis-

econ
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E1 proceso reciente de globalizacion ha sido ampliamente implementado por
el uso de nuevas tecnologias informdaticas. El costo de globalizarse
requiere inversiones a gran escala en esas nuevas tecnologias. En los pa1ses
latinoamericanos las inversiones extranjeras son estimuladas
por los gobiernos locales, 1o que ha influenciado el creci-
miento urbano al punto de convertirse en la region mas
urbanizada del Tercer Mundo, con extremos de riqueza y
pobreza. Esto ha creado las condiciones para el desarroﬂo de un mercado

urbano.p encial parg el consumo tecno1og1a y ecv1c1 1zado or e
iorte L OMO 1‘- cta e ogo Toadel] ’Eé ,
e desar {b n oamer 1can
om in ara es e estado e €Osds & I"O] /
e atin ame51ca com% un reservorio 7
. e mano de obra barata ;{ a eria
prima para as economias gio es o |/
fiihomas Angatti

La expansi6n suburbana de la posguerra en Norteamérica fue

posible en parte gracias a los cambios tecnolégicos que pro-
movieron la produccién masiva de automdviles privades, telé-
forios, y medios de comunicacién de masa: television y radio.
'Pero esos cambios tecnoldgicos hubieran
" sido imposibles sin la altisima tasa de acu-
2 mulamon de capitales en Norteamérica y en
~ todo el mundo y su concentracién en el
SiNorte. esto hizo posible el incremento.del CONSUMO de
masas que se asocia con el “SUEAO norteameri-
ano”: la casa propia para la familia y el auto propio.
La suburbanizacion no fue posible en
ILatinoamérica a causa de la extraccion neta de
capitales de la regién. Como resultado, la porcion de
; « |las ganancias de las cuales las masas dispusieron no
/ r1 les permitié aproximarse en lo mds minimo al con-
A umo masivo y la expansién suburbana del Norte.
“lLas élites urbanas, una distinguida minoria, aseguro
u propio “sueno norteamericano” estableciendo
enclaves privados para sus propiedades y sus autos.

B En suma, la expansion suburbana durante el
periodo de posguerra fue posible dnica-
mente a causa de la concentracion de poder
econémico y politico en las metropolis del
Norte. Los diferentes modelos urbanos del
Norte y el Sur son el resultado de desigual-
dades globales.
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‘ M. Christine Boye
/

Muy claramente podemos describir distritos y paises como F1COS O pobrcs informaticamente. Por ejemplo, el Departamento de
Comercio declara que el 20 % de las familias estadounidenses mis pobres carecen de teléfono, y que solo una fraccion

S/

de las que lo tienen pueden acceder a computadoras y a los dispositivos periféricos necesarios para participar en la era
de la informacion. Durante el encuentro “Telecom 957, el pasado mes de Octubre en Ginebra, se adopté el slogan
“jCOﬂéCICSC!”. Obviamente ese mensaje estaba dirigido a las 50 naciones més desarrolladas. y no a los 48 paises

mas pobres. Los inversores no tienen la menor voluntad de participar en el riesgo de invertir en el desarrollo telefonico en Africa, por ejemplo, a maiz

de la inestabilidad politica, la rentabilidad insuficiente, et¢. Asi, la matriz del ciberespacio extendiéndose alrededor del globo via faxes,

modems y television existe solo dentro de los limites del capitalismo mundial. donde las reglas de jerarquia, rentabilidiad y comercinlizacién son tan desen -
frenadas y explotadoras como siempre. Agreguémosle a esto la creciente monopolizacién de las industrias
de telecomunicaciones y el futuro aparecerd presagiando atin més explotacién...

Saskia Sassen/Arturn Ignacio Sanchez

La globalizacién de las economias
latinoamericanas es un hecho
innegable. Este proceso de
reestructuraciéon y globaliza-
cion econémica internacional
es una respuesta fundamental
a una crisis econémica mun-
dial en el modelo de acumu-
lacién. Paises como Argentina,
Brasil y México, que han imple-
mentado modelos industriales
de substitucién de importa-
ciones, y experimentan altos
niveles de urbanizacién, estin
siendo reincorporados & la economia global de
un modo muy diferente al de aquellas
economias que no han sido capaces de imple-
mentar regimenes industriales urbanos, comao
Guatemala, Honduras y Bolivia, para mencionar

unos pocos ejemplos.

Las economias urbanizadas de Argentina, Brasil
y México, reaccionando a la crisis econdmica
internacional y a la financializacion del capi-
tal, estan desmantelandc actualmenté sus
modelos industriales orientados al consumo
interno, en faver de modelos orientados a la
exportacién y basados en postulados neolibe-
rales. Los componentes funda-
cionales de estos modos de
desarrollo econdmico reciente-
mente constituidos son el libre
comercio, la inversién extran-
jera, la privatizacién y la
implementacion de estrategias
de exportacién no tradi-

Tn:ionales. Estos modos de aproxi-

macién al desarrollo econdmico han
dado como resultado un incremento
del nivel de desempleo, la informati-
zacion de los mercados de trabajo
locales, estructuras de ingreso des-
balanceadas, y una polarizacién de
clases velozmente acentuada. Estos
procesos son nitidamente visi-
bles en los grandes centros
urbanos de la regién y en los

' |polos de crecimiento desarro-

llados recientemente. Estas
ciudades se caracterizan cada
vez mas por niveles de polari-
zaCion espacial y de clase que
aumentan velozmente, in-
estabilidad social y politica,
indices explosivos de criminal-
idad en las calles, y por la
emergencia de movimientos
sociales bien organizados que
estin  movilizdndose en
respuesta a esos procesos.

desvalorizacién de la fuerza de traba-
jo v han truncado las demandas efec-

poblacion que no se han beneficiado
con las politicas econémicas reciente-
mente formuladas. Las demandas del
consumidor efectivo se han limitado
a esas partes de la poblacion que

economia neoliberal. Por lo demas;

estdn vinculados a los sectores mas|
dindmicos y sobrevalorizados de la}

tivas de amplios segmentos de laj|

Estas tendencias han acentuado la |

|limportadas)

?os tipos de demanda de estos gru-

pos de alto ingreso estdn caracteri-
zados por una gran propension a
consumir mercancias durables de
alto precio, montadas localmente (o
por corporaciones
transnacionales. Estos grupos mani-
fiestan, ademds, una tendencia a

| {adquirir productos importados de

alto prestigio, tales como objetos de
diseno, productos electrénicos, ete.

En efecto, a través del proceso
de reestructuracién de la
economia neoliberal, los mo-
delos de demanda interna
urbana se reconfiguran,
desplazdndose del consumo de
mercancias producidas inter-
namente - que solian ser adquiri-
das por los obreros y la clase media,
vinculados directa o indirectamente a
una estructura urbana industrial - a
una estructura de demanda
basada en la demanda limitada
y selectiva de los grupos de
alto ingreso.

El efecto neto de esta politica
econémica ha conducido a
niveles incrementados de pen-
etracién econdémica trans-
nacional, a la desnacionali-
zacion de la economia local, a
la creacién de enclaves con-
sumistas, a la pauperizacién
urbana, y a la ruina de los mer-
cados internos.
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son lideres en el desarrollo de medios, teleco-
municacién y publicidad, mientras que las ciudades lati-
noamericanas contindan siendo receptéaculos de las tec-
nologias norteamericanas obsoletas.
¢Como podria, en el contexto latinoamericano, desarrollarse
una seqgunda generacién de tecnologia informatica que permi-
tiera la insercién de las ciudades latinoamericanas desde
adentro en el proceso de globalizacidn?
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Saskia Sassen/Arturo Ignacio Sanchez

Las emergentes y rapidamente
desarrolladas tecnologias de infor-
macién constituyen instrumentos
estratégicos y mercancias que
desempenan un rol significativo en
los crecientes niveles de penetracion
econémica multinacional en ciertas
naciones de la region latinoameri-
cana. Este proceso de reinser-
cién econémica se ha con-
centrado predominantemente
en un nimero limitado de
localizaciones urbanas
estratégicas. Estas localiza-
ciones urbanas operan como
posiciones estratégicas
claves, enlazadas, a través de
las tecnologias de informa-
cion, con las emergentes
cadenas globales de produc-
cién, consumo y finanzas. =
implementacién de tecnologias de infermacion
en Latinoamérica es un proceso irreqular. Esto
se hace particularmente evidente en
la privatizacién, desnacionalizacion
y modernizacion de los sistemas de
telecomunicaciones en ciertos pai-

ses latinoamericanos. Las empresas

||clave en la implementacion y la expansion de

extranjeras estan particularmente interesadas

en este sector porgue funciona como un vector

negocios telematicos y servicios financieros tan
importantes como {a comunicacion de datos, la
comunicacién de sonido e imagen, las comuni-
caciones moviles, las redes multidigitales y la
comunicacién de textos, EL Internet
estd siendo empleado cada
vez mas para la penetracion
en mercados internos e inter-
nacionales, para los mercados
de productos, para proveer de
un acceso a las bases de datos
técnicos y econémicos, y para
comunicarse con proveedores
y oficinas de corporaciones.
Por lo demas, el acceso de Latinoamérica al
Internet estd siendo visto por los proveedores
de servicios comerciales de los Estados Unidos
como una fuente creciente de ganancias.
v
International, dos empresas de los Estados

Compuserve Performance
Unidos, estan vendiendo acceso a la Internet
actualmente en grandes ciudades latinoameri-
canas.

La veloz expansién del acceso
al Internet, sin embargo,
tiene una seria constriccién

Systems| |

‘en los altos costos de las tele-
comunicaciones.

En efecto, los costos asocia-
|dos con el acceso al Internet
han limitado la participacién
en general a las empresas mds
dindmicas y financieramente
mds robustas (léase las corpo-
raciones trans-nacionales y
las empresas domésticas vin-
culadas al capital extranjero).
Los procesos mencionados
tienen, por supuesto, conse-
cuencias politicas y econémi-
cas significativas.

En efecto, ellos engendran una serie de cues-
tiones importantes para el future de la region.
Por ejemplo:

1) ;Estan las nuevas tecnologias provocando el
aumento o la disminucién de los niveles de
dependencia econémica y tecnolégica de
Latinoamérica? 2) ;Cudl es el impacto de estas
tecnologias en la estructura interna de la ciu-
dad latinoamericana? 3) ;Colaboran estas tec-
nologias en el proceso de acentuamiento y|
aceleracion de la fragmentacion urbana inter-
na? ;Conducen al desarrollo de enclaves infor-

méticos y tecnologicos?
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Ihumas Angotty

La creacion de enclaves urbanos en las ciudades de
Latinoamérica esta expandiendo la brecha entre ricos y
pobres. En este contexto, la nueva tecnologia
esta reforzando las relaciones sociales domi-
nantes. Como siempre la ha hecho a lo largo de la historia, la tec-
nologia refuerza pero no determina el desarrollo social y
los modelos espaciales. Las ciudades de Latino-
américa son ya centros para las tecnologias de
comunicaciones mas recientes. Una diferencia con
Norteamérica es que Latinoamérica tiende a con-
sumir la nueva tecnologia mas que a producirla,
de modo que el control de esta tecnologia per-
manece concentrado en el Norte. Otra diferencia es
que en Latinoamérica la tecnologia estda mas confinada a
enclaves de élite. A nivel individual, las élites urbanas de
Latinoamérica ya tienen un facil acceso a la Internet. Estas ya son
capaces de adquirir sistemas de comunicaciones privados
fuertemente integrados, con CD roms, accesorios de
satélite y fax. Va se las puede ver llevando sus teléfonos celulares a

todas partes, y @stdn tan digitalizadas y conectadas|

Latinoamericanas estdn integrados a las redes

omo la élite urbana de los Estados Unidos. Los
enclaves residenciales de élite en las ciudades

de comunicaciones globales en la misma medida
en que estdn fisicamente aislados de las
metropolis en las cuales residen. Las corporaciones
transnacionales con base en Latinoamérica también estan
globalmente conectadas. Estas deshechan la tecnologia de primera
generacién de los sistemas telefénicos locales y compran lo dltimo de la
segunda -generacién para su uso propio. La d1spandad tec-
nolégica entre el Norte y el Sur, por lo tanto, es
menos substancial que la que hay dentro del Sur
mismo. &l trabajador medio que vive en un barrio o en una favela con
frecuencia no dispone ni aiin de la tecnologia mas simple, tal como una

mera linea telefonica.

El desafio que tenemos por delante es la demo-
cratizacion de la estructura social jerarquica
que causa estas disparidades.

La existencia de la tecnologfa no va a provocar, por si misma, ninguna

democratizacion. Lo que se precisa son politicas y acciones piblicas que

hagan a |2 nueva tecnologfa més accesible para todos.

Zhrmllnl' Boye

Esta cuestion es siempre la mas dificultosa, la de las tdcticas internas, o como desbaratar el discurso dominante (por
ejemplo el superdesarrollo de los medios de comunicaciones, las telecomunicaciones y la publicidad que llegan desde Norteamerica).
Yo reformularfa sin embargo esta cuestién de forma tal que la dependencia no sea tan determinada tecnolGgicamente.

mostrado y filmado.

han encontrado una expresién critica,

El énfasis deberia ponerse en la expresién cultural como procedimiento tdctico para con-
trolar lo que estd siendo dicho, mostrado, filmado y la manera en la que est4 siendo dicho,

En este campo, por ejemplo, ya es posible percibir un liderazgo de las expresiones culturales latinoamericanas en cine y literatura en
las que los dispositivos informdticos tales como la teoria del caos, los nudos, los laberintos, la simultaneidad, v la indeterminaci6n

58 > 59
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iffrey Fox

Varios grupos de los “margenss” de las culturas urbanas de las Ameéricas estan
usando la nueva tecnelogia de la informacion de modo sorprendente. Los mayas
rabeldes del Eidroito Zapatista de Liberacion Nacional informan al mundo entero
de siis posicianas & inclusive han conducido una encuesta intermacional scbre las
posibles politicas a seguir a raves del Internet; indigenas canadienses transmiten
noticias locales e intarnacionales, salutaoiones y programas culturales en su pro-
pio idioma, via television satelital, y asi sucesivamenle. La posicion de
Christine Boyer es acertada: las antiguas calegorias de “centro” y “perife-
ria", "Primer Munda” y “Tercer Mundo”, y ain la ya velozmente envejecida cale-

nial y una Norteamérica hegemaonica, sinp ntra aquellos con més o con mencs

riqueza, poder v acceso a |2 infarmacion. Lo que es nuevo y polencialmente dis-
ruptivo con respecto a los vigjos patrones de explotacion es que la riqueza, el
poder (palitico, militar) y el accese & la informacion no estan necesariamente inter-
refacionados. Con una asistencie minima de grupos externes, como es el casn del
Subcomandante Marcos y los Zapalistas, o los artistas que ponen camaras de
video en las manes de chicos de villas miserias en Washington D.C. o Bogota, la
tecnologia llega @ ser empleada por gente que posee un tipo de informacion
sobrecogedoramente diferante que fransmitir. La carencia de una educacion formal
decente en la lectoeseritura no es un obstaculo serio para los que trabajan con
imagenes y sonidos, De hecho, fa gente sin esa educacidn formal frecusntemente

explora las posibilidades de los nuevos medios mas rapidamente que los otros.
No creo que informacion y poder sean equivalantes - hay suficientes tiranos igno-
rantes para que creamos en esta ecuacion simplificadisima -, pero el acceso a la
informacidn, y la capacidad de impartir informaciGn, es un recurso ulilizable para
ganar poder. Los Zapatistas o han usade para ganar apoyo popular en México y,
&n ¢ mundo, otros “indios” de las Américas 10 usan para defender sus comu-
nidades y para prepararias a lidiar con el mundo exterier, y todos - aun aguellos
CUYo acceso @ la nueva tecnclogia se limita @ mirar |a programacion de O Globo
- entran en contaclo con estilos de vida allerativos y toman conciencia de la exis-
[ tencia de cludades distantes, destruyendo la ignorancia y &l aislamiento que siem-
pre han sido |a primer linga de defensa del despatismo

goria de “postmoderno” son indliles & la hora de explicar algo. Saskia
Sassen puntuzlizo, si bien no en el contexta de esta intervencion, que #
Norleamérica esfa siendo “latinizada” o mds bien "tercer-mundizada”, ya que las
largamente familiares condiciones de explotacién de la mano de obra barata
comunes en Lalinoameérica estan siendo reproducidas en tallleres da Los Angales,
Nueva York, Chicago y las ciudades fronterizas. Al mismo tismpo, las inversiones
exiranjeras hechas en Latincamerica por empresas norteamericanas, europeas y
asidticas crean bolsones de Industria relativamente sofisticada, con salarios refa-
tivaimente altos, que desestabilizan las economids regionales, estimulando la
migracion urbana & Internacional y por lo tanto creando confusion entre estilos de ’
vida latinos y norteamericanos. Como Tom Angotti sefiala con claridad, las
contradicoiones mas aqudas no se dan hoy dia enire una Latinoamérica neocolo-

La ola de desarrallo urbano acaecida en
Latinoamenica durante |os anos ochenta
fue impulsada por la economia global.
Las captales de varios paises experi-
mentaron transformaciones considera-
bles en sus centros histdricos y en su
tejido urbano, coma resutado de nuevas
construcciones originadas en inversiones
internacionales en edificios para el sec-
tor baneario, turistica y comercial. Estos:

nuevos emprendimientos, que imitan l
estilos, tipologias edilicias, y configura-
ciones espaciales originadas en los
Estados Unidos, han senalado al centra
de las ciudades latinoamericanas, lo
mismo que a otros lugares turisticos
costeros 0 montanosos, como  sitios
importantes dentro de la red homo-

genejzante de procesos ecuném:cosf
globales. Han habido pocos casoes en los
que los disefadores locales fueran curr/

tratados para implementar proyectos, y
locacion fisica y, por ende, su capacidad,

canas. - /

{

aun menos en los que fueran capaces de||
transformar con éxito el modelo import- como sitio de produccién e intercambio
/

4de informacion, de conectar individuos y
|lgrupos en desventaja con grupos e indi-
/ viduos similares en todo el mundo, incre-

mentando exponenciamente las opartu-
| |Inidades para la resistencia cultural v,
quizés, econdmica. La pregunta, como
siempre, esta referide al accesc y al
control, ¢Puede la tecnologia por si sola
generar una dispersion fisica en las ciu-
dades de los paises latinoamericanos
que corresponda al modelo suburbano
norteamericano? Esto es dudoso a corto
plazo, debido a la polarizacion esconomi-
ca y a la pobreza generalizada en la
region. Es mas probable en cambio que
la facilitacion tecnolégica gque acompana
al crecimiento del capital global favorez-
ca el desarrollo de localidades interiores
que actualmente no reciben la influencia /
de los grandes centros urbanos, caon o /
que, con el paso del tiempo, estas /
puedan llegar a ser estructural y formal- /
mente mas parecidas a los centros me-
tropolitanos  europeos y narteameri- /

o de manera de prevenir la destruccion
de la calidad urbana local. Uno de estos
ejempos Bs un enorme shopping-center
en la ciudad de Cdrdoba, Argentina,
donde los arquitectos lograron gue Ia ciu-
dad rechazara el patron suburbano
norteamericano de la "gran caja” de tien-
das rodesdas por estacionamientos.
Pienso que M. Christine Boyer zcierta f
en puntualizar lo inadecuado de las cate-
gorias de los afos setenta, como cen-| |
tro/periferia o Norte/Sur, en el analisis /
del dasarrollo urbano y la produceion cuk-| |
, tural en Latinoamérica, porque la global-

izacion econtmica crea “centros” y
“periferias” globalmente distribuidos. Las
tecnologias electronicas, como
senalaron Tom Angotti, Saskia Sassen
y Arturo Sanchez, han estimulado & la
globa-izacion econdmica y a la giobal
izacion de las elites Ioceles en los paises ‘
latinoamericanos. No obstante, una car-
acteristica del Internet es su carencia de

Richard Inge
Quisiera prologar mi respuesta a las primeras intervenciones identificindome como experto en Historia de la Arquitectura. Le presto

una atencion mayor a las formas de las ciudades que al andlisis social o politico de las mismas. Como establece Christine Boyer, las

distinciones facilistas entre centro y periferia, Norte y Sur (y deberiamos agregar primer mundo y tercer munda). no corresponden a /
un conocimiento empirico de las ciudades. Cualquiera que fuera la significacion de “tercer mundo” es ahora una condicion mas gene- /
ralizada. La diferencia se ha vuelto mas una de escala que de tipo. Para los que aan creen en las soluciones politicas a los problemas
urbanos, el borroneo postmoderno de las categorias representa sin dudas un problema muy desagradable, ya que se dificulta cada vez

mis la localizacion de las fuentes de responsabilidad. Donde estabamos acostumbrados a culpar a una corporacion (como a General

Motors por la destruccion del transporte publico), o a un pais (como a los Estados Unidos por la desestabilizacion de Allende enf |
Chile), o inclusive a un individuo (como a Nixon por la invasion de Camboya) el trazo de la responsabilidad cstd velado por varios [
niveles de distancia telematica. El desarrollo desigual y la horroresa explotacién humana contintian de modo atin mas desregulado, /
hecho constatable en la forma de muchas ciudades. Lo que me resulta sorprendente, considerando la visible division en clases socialesy
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en la ciudad, corroborada por Ias estadisticas de reduccién de la clase media en la mayoria de los paises, €s que no parece haber
| |demasiada evidencia de nuevos movimientos sociales urbanos. El levantamienta en Chiapas, probablemente el movimiento social mas|
| lexitoso de la tiltima década, no es urbano. Se percibe sin embargo una expansion de la anarquia en sucesos tales como los motines en
| |el barrio South Gentral de Los Angeles, y en el aumento de todo tipo de depredacion en muchas ciudades. La creacion de enclaves,
tan prevalente en LA y Houston como en Monterrey y Caracas, es para mi la tendencia mas significativa en el urbanismo reciente
[ |como respuesta directa a la anarquia. Esto significa por supuesto el cerramiento de la ciudad, una refeudalizacion, la limitacién del
/ acceso. el fin de una polis posible. Existe la creencia entre mucha gente de la arquitectura de que la arquitectura virtual esta ya en
f prictica, y por lo tanto el espacio y la forma serian obsoletos como entidades estéticas o cuantificables. Al menos algunos hablan como
/ si esto ya hubiera ocurrido. No consigo sentir ningtin entusiasmo por nada que prometa un menor contacto corporal con el mundo,
/ pero me veo forzado a reconocer cudn desespacializadas se estan volyiendo todas las relaciones a pesar de mis deseos. El Internet me
[ parece ser solo otra manera insidiosa de proclamar algo como la hiper-democracia mientras se hace otra cosa, tal como la limitacién
/ del acceso a la informacion, La sociedad de la informacion tiene pretensiones de multiplicidad andrquica con el rostro amigable de
/ nuevos magnates, como Bill Gates. sentados en sus “ventanas” informaticas, emborrachados de poder. Si las técnicas no fracasan (y los
/ ciber-retrogrados no triunfan), el acceso al reino virtual se volveri la mayor instancia politica al final de la década, y tal vez la ciudad
real se vuelva cada vez menos un territorio politico. Es en este aspecto que la computadora va a matar a la ciudad, y con ella a la idea
de polis.. Odio s6lo pensarlo, pero va a llegar el momento en ¢l que los que estén interesados en preservar la idea de democracia no
van a luchar por vivienda digna, salud o transporte, sino por ¢l acceso piiblico a las computadoras. En el contexto de esta intervencién
un tanto paranoica querria concluir agregando que mientras la urbanizacion se desarrolla cada vez mas aditivamente, el modelo deses-
pacializante inventado en los Estados Unidos se repite en todos lados con variaciones menores (por ejemplo en Caracas los barrios mas
caros frecuentemente ocupan el lugar de las villas miseria). Cada movimiento social que intente defender los derechos democriticos
tendra probablemente que articular su lucha por medio de la misma clase de medios telemiticos que estamos empleando en esta con-
ferencia para enfrentar al poder. Pero tengo muchas dudas sobre los cambios sucesivos de conciencia implicados por esta teenologia.
Sin cuerpos en el espacio uno no puede imaginarse a la condicién humana que es la esencia de toda lucha histérica por los derechos,
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SHsKia 3a3sEn/fivtura (gHatlo SARChEZ tensidad de las transacciones entre estas ?a globalizacion y la emergencia de nuevos
En primer lugar, nos gustaria dar una ciudades (y particularmente entre sus mer- centros de crecimiento tiende a no tomar en
respuesta a la cuestion tedrica planteada cades financieros), los flujos de servicios y cuenta el rol o los roles centrales que juegan
tanto por Angotti como por Boyer: ;es ade- la inversion se han incrementado significa- las nuevas formas de marginalidad. En otras
cuado el constructo Norte/Sur para abordar |tivamente en los iltimos afios. Una conse- ;‘ palabras, el andlisis y los comentarios sobre
las nuevas realidades de la globalizacion? cuencia importante de ello es la creciente la nueva economia global tienden, en gene-
Se ven élites financieras orientadas global- desigualdad en la concentracion de activi-| | |ral, a privilegiar solamente ciertos sectores

mente tanto en el mundo menos desarrolla- dades y recursos estratégicos entre estas y actividades. Se trata de un relato en el que
do como en los paises muy desarrollados. ciudades y otras ciudades de los mismos se excluyen ciertas cosas, un relato que
Ademds, se ha vuelto evidente que sectores, paises. Por ejemplo, en el caso brasilefio, sugiere, en parte, que el tinico tipo de tra-
actividades y agentes gue parecen estar San Pablo ha conquistado una fuerza bajador que cuenta es el profesional educa-
desconéctados de y ser anacrénicos respec- inmensa como centro financiero v de nego- do, v que la tnica empresa que cuenta es la
to a los nuevos sectores que lideran la cios aventajando a Rio de Janeiro (que solia empresa avanzada orientada globalmente.

economia son, de hecho, parte de ella. Las ser la capital politica y la ciudad mds impor- Este punto de vista desvaloriza a los traba-
tiendas de confeccién con empleados mal- tante del pais), v sobre el eje, poderoso en jadores, empresas y sectores que no tienen
pagos en Nueva York, Paris y Tokio bien | lat pasado, representado por Rio y Brasilia,| | |cabida en esta imagen. Las nuevas
pueden parecer empresas del siglo XIX, pero la actual capital. Otro aspecto en la nueva geograffas de la centralidad y la marginali-
constituyen una parte integrante de la fase| | |geografia de la centralidad es la nueva | |dad son también lugares para la oposicién
actual de las economias avanzadas. La fase| | [geografia de la marginalidad, que también| | [politica. Las nuevas tecnologias de informa-
actual de la economia mundial se caracteri- atraviesa la vieja division Norte/Sur. Un cidén estan, hasta cierto punto, constituyen-
za por la dispersion global de las actividades| | |ejemplo elocuente de ello, junto al de los| | |do esta geografia de la marginalidad como
econémicas y por niveles crecientes de inte- talleres de confeccién en el Norte, es el un espacio de poder (un poder de resisten-
gracion global, bajo condiciones de concen- hecho de que Manhattan, desde la calle 59 cia, de oposicién), porque permiten
tracioén continua de la propiedad y el control [' hasta Wall Street, tiene mds de 700 edificios " conectan los puntos dispersos que Boyer
econdmicos, La telematica y la globalizacién con cable de fibra dptica, mientras que menciona en su respuesta.

son fuerzas fundamentales en la conforma- Harlem tiene solamente uno (v el barrio El proceso de la marginalidad y la oposicién

cion de la organizacién y el funcionamiento||  [South-Central de Los Angeles ninguno). politica se estd desplegando cada vez més

de estos espacios econémicos emergentes. Ademas, el desarrollo de los nuevos sectores en la ciudad. En este contexto, una cuestion
La economia global es una grilla de enlaces|| |de crecimiento, las nuevas capacidades dej clave surge: ;de qué ciudad se trata? Entre
v nudos que atraviesa el limite entre Norte y ! organizacion y las nuevas tecnologias, esté|| los nuevos actores de mayor peso que pre-
Sur, y que incluye a ciudades como Buenos produciendo nuevas localidades y formas de sentan sus credenciales en la ciudad se

Aires, San Pablo y Ciudad de México. La| marginalidad. El discurso dominante sobre encuentran las empresas extranjeras y los
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hombres y mujeres de negocios interna-
cionales. Por otro lado, se encuentran aquellos
individuos y grupos marginalizados que
emplean la violencia politica para hacer sus
reclamos en la ciudad, reclamos que carecen de
la legitimidad de facto de la que los nuevos
usuarios de la ciudad disfrutan. Estos actos de
oposicién politica y estos reclamos estén pro-
duciéndose tanto en las ciudades de los paises

flesan'ollados como en las de los no desarrolla-
.’ dos. Los levantamientos de la tltima década en
| |grandes ciudades del munde son quizds un
indice del agudizamiento de las desigualdades.
Los espacios y lugares de globalizacion
recientes son muy varables, Las nuevas tec-
nologias de informacién, y la combinacion de

estan creando un nuevo espacio semejante a

innovacion, desrequlacién y privatizacién, |/

‘un “lejano oeste”, un espacio gue ya no es
mapeable ni facil de controlar para los grandes
agentes econémicos y politicos. Ademds, al

| |hacer posible la dispersion de los lugares de

marginalidad y reconstituirtos en las redes
cibernéticas de informacion, las nuevas tec-
nologfas de informacién abren posibilidades
para una oposicion de alcance hemisférico a las
formas dominantes.

‘a forma” estdn bien fundadas. La privatizacion de los espacios publicos y el
\avance del ciberespacio pueden llegar a destruir cualquier remanente de la
polis. También percibo en su intervencion un exceso de pesimismo.
Necesitamos tomar en cuenta los apremios reales en los procesos de creacién

[ de enclaves y en el ciberespacio. Hay muchas sefiales que apuntan al hecho
de que esos procesos no estdn totalmente avanzados. Contra la tendencia
dominante, en |z plaza mayor de Ciudad de México todavia acontecen grandes

Thomas fingotti

Mis observaciones iniciales enfatizaron las distinciones entre Norte y Sur y
centro y periferia para dramatizar |3 significacién de las desigualdades
urbanas. Concuerdo con los demds en que esas categorias no son las mas
adecuadas (nunca lo fueron) para entender por completo la realidad de las

Américas. Sin embargo, no crec que esas categorias puedan ser consideradas
como totalmente irrelevantes, Usando cualquier medida objetiva como el | manifestaciones pablicas. Cientos de miles apoyaron a Lula en Brasil. Como
ingreso per capita, el acceso a los servicios urbanos basicos, la seguridad nos demuestra la reciente cafda del apartheid en Sudafrica, el trabajo ha
personal, el desempleo, etc., la distancia entre los E.E.U.U. y Canadd y

cualquier nacién latinoamericana, sin excepcién, nos deja estupefactos. Lo

que la dicotomia Norte/Sur no puede explicar son las crecientes fisuras den-

tro del Norte y del Sur. Las gigantes econémicos del Sur, Argentina, México,

Brasily Venezuela estan mucho més adelantados que muchas de las naciones

centroamericanas y andinas. Son también las naciones més urbanizadasde la |
region. En el interior de esas naciones lideras, las fisuras entre lo urbano y {
lo rural, lo interregional y lo intermetropolitano, estin creciendo. A nivel de \
las regiones metropolitanas individuales, adn existe en los E.E.U.U, una

fisura muy clara y definida entre las ciudades centrales y los suburbios, a '
pesar de algunas tendencias contrarias recientes, La division es economica y
racial. La division central entre ciudad y suburbios no estd tan claramente |
definida en las ciudades latinoamericanas: los centros y periferias de muchas /
zonas metropolitanas incluyen tanto enclaves de alto nivel de ingresos como |
barrios de bajo nivel de ingresos. Pero el abismo econdmico entre esos ]
enclaves y esos barrios es innegable, sin importar su localizacién. Si el mode-
lo norteamericano de segregacion social y espacial a través de la dispersion
fisica se mantiene, el modelo espacial podrfa llegar a cambiar. Pero esto, en
realidad, no es muy trascendente; el problema bisico es el modelo social
desiqual, mas alld de la forma que tome en el espacio. Creo que las preocu-
paciones de Richard Ingersoll sobre "la obsolescencia del espacio y de;

i coristine soued]

Me preocupa el hecho de que nuestras teorias postmodernas del espacio geografico, que incluyen consideraciones sobre las Ciudades
Globales o Ciudades Informaticas, se hayan desarrollado en los llamados centros, las viejas metrépolis. ;Se ha dado una consideracion
teorica adecuada a la naturaleza desigual y represiva de estas teorfas? ;Pueden teorizar adecuadamente la experiencia de una “reali-
dad periférica” tanto en el Sur como en el Norte?

Asumdmoslo: la cibernética - abuela de todas nuestras teorias informaticas - define un nuevo escenario de relaciones de poder. Me
interesan los procedimientos de monitoreo telecomunicacional que movilizan poder o concentran autoridad sobre puestos de coman-
do y control en los CBD de las Ciudades Globales y a través de las dispersas y descentralizadas “periferias™ metropolitanas. En otras
palabras, cuando las tecnologias de informacién “aterrizan” engendran efectos asombrosos que deben ser confrontados. El postulado
basico de la geografia nos dice que el espacio es siempre mapeable, cognoscible, y por o tanto totalizable. Podemos escrutar la ciu-
dad, conocer y sistematizar sus planos de violencia y horror e imponer una malla de control (una red de dreas exclusivas, dreas espe-
cialmente vigiladas, etc) sobre esos espacios espantosos.

Los mapas son didlogos desiguales, directamente asociados con aquellos que tienen el control a su cargo. impuestos sobre los sec-
tores més débiles de la sociedad. Son un lenguaje de poder. Los mapas estdn también estrechamente ligados a los bancos de datos, o
archivos de informacién. Debemos entonces preguntarnos c6mo las telecomunicaciones han afectado nuestra memoria de la ciudad.
tanto en el Sur como en el Norte.

Los mapas tedricos de la ciudad son instrumentos que tienen el poder de erradicar nuestra propia visién del espacio, de la que estd
hecha nuestra memoria de la ciudad real, Desplazan nuestro sentido de la accién y realzan nuestra creencia en una deriva temporal y
espacial.

El creador del ciberespacio, Willliam Gibson, parece confirmar la vulnerabilidad de la memoria popular cuando afirma que “las com-

probado a lo largo de la historia su capacidad de transformar sistemas de
enclave, mas tarde o mas temprano, en sistemas cada mas abiertos. EL proce-
f so de creacién de enclaves esta constrenido no solo por las acciones politicas

del trabajo sino también por (a necesidad de expandir la produccidn y la cir-
culacién capitalista. Las élites adn no encontraron {a manera de aislarse ffsi-
camente por completo del trabajo, ya sea en el reino de la produccién o en
del consumo. Esto es sin duda imposible, Los enclaves de las élites son cons-
truidos y mantenidos por el trabajo, y sus productos son consumidos por el
trabajo, Los capitalistas que suefien con un mundo sin trabajo se privaran del
Gnico elemento necesario para su propia reproduccién. La realidad en
Latinoamérica es que |z gran mayoria de las personas son afectadas sélo mar-
ginalmente por la era de la informacion en sus vidas cotidianas.En Lima
puedes tener una radio y una television, e inclusive una linea de teléfono,
funcionando tan sélo intermitentemente, Pero en realidad el Internet esta
tan lejos de ti como Jipiter.;Que significa privatizar espacios en un vecin-
dario donde la tierra practicamente carece de valor de mercado? Los miles de
residentes de barriadas que han librado arrojadas batallas contra el desplaza-
miento saben muy bien el significado de la palabra “lugar”. En suma, si bien
a menudo la situacion global actual parece ser bastante sombria, hay un largo
camino que recorrer antes de que el privatizado suefio norteamericano se vuel-
va una realidad global. La historia no estd hecha hasta que no ests hecha,
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putadoras en mi libro son simplemente una metdfora de la memoria humana’, Sin embargo, la historia para Gibson es meramente
hechos, datos, informacion almacenada pasivamente. Hay una mimesis de todas las tdcticas represivas y opresivas engendradas por
la colonizacion.

Deberiamos entonces retornar a los inicios de la computacion, a los afios cincuenta post-coloniales. ya que el modelo de memoria de
las computadoras estd basado en un archivo imperial que divide el mundo en pueblos civilizados e incivilizados, con memoria de largo
0 corto alcance, que hacen uso de la escritura o s6lo del nivel oral, Estas divisiones todavia impregnan las teorfas actuales basadas en
lus computadoras y la telecomunicacian.

Como he dicho en mis observaciones iniciales, tenemos un largo camino por recorrer en la teorizacién y la critica de la manera en la
que aplicamos la geografia postmoderna a la reestructuracion espacial contempordnea y las economias globales sin desafiar la orga-
nizacion esencial del poder, ni dirigirmos a tematicas operativas, ni al hecho de que el espacio de nuestras ciudades contempordneas
estd desapareciendo de la visién, la conciencia y la memoria en el dominio de lo virtual.

ES

|‘fuerza de trabajo. Para el capital global no hay fronteras, ¢ al menos

Thomas Angotti

En la discusién sobre la complejidad, no debemos perder de vista las|  [|éstas estan desapareciendo con mayor velocidad. La fuerza de trabajo
contradicciones histéricas que siguen siendo, hoy en dia, evidentes e J‘ esta todavia confinada por fronteras nacionales, urbanas, econdmicas
insolubles; entre ellas se encuentran, insisto, las que existen entre| | y sociales. Pero tanto para el capital como para la fuerza de trabajo, la
Norte y Sur y entre centro y periferia, ademas de las que subsisten ‘f division Norte/Sur sigue siendo una realidad, a pesar de las aspira-
entre las clases sociales y en el interior de ellas, y entre las nacionesy| | |ciones de libre mercado y la “globalizacién”.

en el interior de ellas. Si, es cierto que las contradicciones en las que |

nos hemos concentrado - urbano/rural, metropolitano/no metropoli- {’ Para los norteamericanos, Latincamérica, como realidad y como per-

tano, tecnologia de alto y bajo nivel, rico/pobre, formal/informal, ete. cepcidn, sigue siendo el “sur de la frontera”, y esta frontera esta
- son todas ellas fundamentales, y forman parte del proceso histérico| |  |volviéndose un nuevo Muro de Berlin. Nunca antes he citado a Ronald
que estamos tratando de entender mejor. Pero para la mayor parte de Reagan, pero quedaré por siempre impresionado por la revelacién que
los habitantes del hemisferio, sigue habiendo una barrera real entre el| | |tuvo tras su viaje a Centroamérica, durante su presidencia, quizds
Sur y el Norte, ya que la nueva movilidad que ha advenido con la ulti-||  |antes de que se le declarara el mal de Alzheimer, y que le hizo declarar 62 > 63
ma ola de globalizacion ha afectado principalmente al capital, y no a la/ que “son todos paises diferentes los de ahi abajo”.

M. Christine Boye

Me gustaria que los tedricos de la economia global intentaran resolver el problema de cémo los “sujetos” en esos nuevos espacios de marginalidad
podrian expresar sus experiencias, articular su sentido de la marginalidad y desplegar su propio control sobre esos nuevos espacios y tecnologias.
Pareciera que la posicion del marginal estd siendo siempre descripta y sus espacios siempre determinados por fuera de su propia experiencia vital, Sin
una voz propia, aparecen siempre dominados por corporaciones multinacionales, bancos internacionales, e infraestructuras financieras y de informa-
ci6n. ¢Es el recurso a la violencia mencionado por Sanchez/Sassen como un gesto potencial de resistencia una nocion autodestructiva, un dltimo recur-

50 que es a la vez romdntico si lo considera revolucionario y conservador si se lo Jjuzga como una amenaza potencial que debe ser contenida? ;Ha
quedado el trabajo, en esta nueva geografia de los “espacios marginales”, limitado & los talleres de explotacion; trabajadores de espacios traseros de
oficinas, limpieza, mantenimiento y otras labores deleznables? ; Funciona esto de modo tal que las nuevas tecnologias de Ia informacién requieren
una fuerza laboral mundial més calificada y mejor educada, 0 a la inversa, se estd llevando a cabo una descalificacién general de la mano de obra de
los “espacios marginales™ en la que los salarios en la economia global son empujados hacia abajo en una carrera feroz hacia el fondo?

En relacion a la ponencia de Angotti, me gustarfa cuestionar su afirmacion acerca de que el patron social desigual es importante mds alli de la con-
figuracion espacial que tome. La forma espacial adoptada, al contrario, vela los mecanismos de poder. dominacién y exclusion, que deberian ser con-
siderados.

Y en cuanto a las preocupaciones de Ingersoll sobre la obsolescencia de la forma y el espacio, condenadas por la inmaterialidad de la red informa-
cional en ¢l ciberespacio, ;no se tratard de una ideologia aceptada con demasiada rapidez por aquellos de nosotros que, imbuidos en la dindmica de
la red, estamos tomando distancia de las preocupaciones que conciernen a la realidad material?

La discusion de Torre sobre la falta de compromiso de los grupos locales con los proyectos de preservacion historica y la progresiva imposicion de
requerimientos relativos al turismo global en las economfas locales es importante. También lo es la consideracion de Geoffrey Fox sobre el uso que
diferentes grupos locales estdn haciendo de las nuevas tecnologias con el fin de relatar sus propias historias, culturas orales que pueden aduefarse de
las nuevas tecnologias basadas primariamente en imagen y sonido. Obviamente se necesita mucho més en el camino de la autoexpresion local, Pero
por otra parte no podemos ignorar cémo estas nuevas tecnologias manipulan a las representaciones. Tengo ante mis ojos una imagen del New York
Times de hoy que muestra un grupo de nifios Bushman jugando en el Kagga Kamma Game Park en Sudafrica, Es evidente que un grupo de cuarenta
personas entre la menguante poblacion Bushmen ha sido “rescatado™ de una existencia empobrecida y se le permite vivir en el parque para ser
exhibidos como atraccion estelar en lo que el diario definié como un negocio del “eco-turismo”. Ellos tambien quisieron vivir una vida no corrompi-
da por la civilizacion occidental, pero a cambio su existencia fue practicamente obliterada. Pagando siete délares para ver a los Bushmen, el turista
puede cchar una ojeada a los bebés untes de encontrarse con los adultos vestidos con taparrabos. El lider de la tribu cree que a menos que les otorguen
la propiedad de algin territorio en el que puedan vivir como quieren van a ir progresivamente decreciendo en nimero hasta desaparecer,

Con lo que creo he sefialado claramente algunos de los aspectos sombrios que el “barbarismo telecomunicacional por cable” ofrece para el futuro.
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sbtm Sassen/fArturo ignacio Sanchez

Se hace evidente, al leer las diversas inter-
venciones, que todos estamos de acuerdo
en que, en una época de globalizacién
veloz y de informadtica, el constructo
Norte/Sur esta cargado de limitaciones
conceptuales que le impiden captar las
realidades latinoamericanas actuales. No
obstante, se deben hacer ciertas aclara-
ciones. La globalizacién es un proceso
politico-econémico inserto en una
dindmica mds vasta: la reconfiguracién y
la expansién, a escala mundial, de una
economia orientada hacia las finanzas.
Por lo tanto, es preciso historiar los modos
diversos de la integracion economica lati-
noamericana, e identificar el impacto de
estas modalidades en las variabilidades de
los sitios urbanos especificos.

Nunca ha existido una tinica realidad lati-
noamericana, sino solamente realidades
hibridas y contingentes que derivan de las
interacciones histéricamente especificas
dentro de y entre formaciones sociales
especificas, con sus articulaciones respec-
tivas con la economia mundial.

Dentro de este contexto, se arqumentd en
una intervencién precedente que “sea lo
que sea lo que el Tercer Mundo solia sig-
nificar, se trata ahora de una condicién
mds generalizada (la diferencia es ahora
un asunto de escala mds bien que de
tipo)”. Esta linea de argumentacién
obscurece el espectro de diferencias que
hay en la experiencia urbana latinoameri-
cana, y subraya los aspectos en comun
entre el centro (los “paises desarrollados”)
y los margenes (los “paises en desarrol-
l0“). Por otro lado, si se privilegia la
especificidad de los distintos lugares y se
investiga su historia, las diferencias pasan
al primer plano. Metodoldgicamente ésto
podria permitir especificar cémo las
nuevas tecnologias de informacién se
insertan en sitios urbanos especificos, y
facilitar un andlisis que vaya mds alld de
categorias tan generalizadas como la de la
mega-ciudad, que tienden a ocultar las
maneras en que las tecnologias informati-
cas se concretizan en lugares especificos.

hecho innegable en Latinoamérica. Este
es, sin embargo, un proceso contextua-
lizado, irregular y variable. Por ejemplo,
en ciertos paises, mientras el estado se
descentraliza y reestructura para aco-
modarse a la l6gica del mercado, nuevas

Los impactos de la globalizacion son un||

practicas politicas emergen gradualmente

‘a niveles locales y populares. Esto se hace
visible en el ascenso de movimientos
sociales que tienden a ser altamente
especificos y particularizados. Estos repre-
sentan un cambio importante respecto a la
politica local de movilizacién de masas
que se asociaba formalmente con un esta-
do centralizado e intervencionista. En
muchos casos, el lenguaje politico de los
nuevos movimientos sociales estd enraiza-
do en las estructuras de la vida cotidiana
(alojamiento, agua potable, transporte,
etc.). A la inversa, bajo circunstancias
diferentes, el lenguaje politico de ofros
movimientos sociales combina la diferen-
cia y la especificidad con otras categorias
mas abarcadoras. Ejemplos de este fené-
meno son los movimientos de toma de

étnicos, el feminismo, los derechos del
nifio y la ecologia. Si se quiere aprehender
el significado y la variabilidad de estos
movimientos sociales emergentes en
lugares especificos, y las nuevas modali-

conciencia negra, de derechos indigenas y

dades de gobierno, es necesario formular
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| [xiones y discontinuidades con el nivel glo-

lmaneras novedosas de teorizar y realizar
andlisis histéricos detallados.

Iniciando el andlisis en el nivel local e
identificando e historiando sus cone-

bal, las especificidades maltiples de las
realidades latinoamericanas nao serian sub-
sumidas bajo constructos tedricos abstrac-
tos y a-historicos. Si reconceptualizdramos
los impactos de la globalizacién en
Latinoamérica a través de estas lentes
invertidas, tendriamos un panorama fun-
damentalmente diferente, Nuestro alcance
analitico se expandiria.

Segiin nuestra lectura, es evidente que lo
local y lo global no son categorias discre-
tas. Ellas deben ser analizadas en tandem,
como procesos dialécticos que emergen y
reemergen en localizaciones y configura-
ciones histéricamente especificas. Para
aproximarnos a estas realidades contin-
gentes es necesario excavar y articular las
muchas y variadas micro-historias que
constituyen las realidades latinoameri-
canas. Esto requiere retrabajar las cate-
gorias conceptuales y dedicarse a un
andlisis histérico que fundamente la
teorizacion abstracta en las miltiples reali-
dades del continente latinoamericano.

Cordoba Shapping Arquitecto: José Ignacio Diaz, Cérdoba Argentina (p. 56)
Nuevo Norte Shopping Arquitecto: José Ignacio Diaz, Salta Argentina (p. 59)
Imdgenes de Caracas - Cortesia: Victoria Benatar Urban

Para consultar la versidon com-
pleta, sin editar, del tele-

simposio, por favor dirijase a:
http://www.echonyc.com/“TRANS
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The Travelling Bean, 1996
Red wood wooden box, printed and lamited map and black beans, 21'/« x 13'/z x 2!/z in.
Edition of twelve
Letterpressed map by Peter Kruty Editions, New York

The Travelling Bean by Meyer Vaisman is an ongoing proyect. The artists has been doing a series of bean plantations
around the world. The owner of the multiple adquires with it the right to receive, with each harvest, enough beans
to fill each of the nine compartments in which the box is divided. At the same time, onto the map’s surface, the owner
of the piece is able to follow, with a path of harvested beans, the itinerary that Vaisman delineates with his
plantations through the world.

El Frijol Viajero, 1996
Caja de madera de sequoia, mapa impreso y laminado y frijoles negros, 54 x 24 x 6 cm
Edicién de doce
Mapa impreso por Peter Kruty Editions, Nueva York

El Frijol Vigjero de Meyer Vaisman es parte de un proyécto en desarrollo. Vaisman viene realizando una serie de
siembras de frijoles en distintas partes del mundo. El dueiio del miltiple adquiere con la caja el derecho de recibir, por
cada cosecha, un pufiado de frijoles, los necesarios para llenar cada uno de los nueve compartimentos de la caja y
reconstruir, sobre la superficie del mapa, el itinierario que Vaisman va trazando con sus plantaciones
alrededor del mundo.
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Lvgia Clark

Mdscaras, 1968.

Sao Paulo, domingo, 15 de maio de 1994 (1). Deitada no chao, olhos vendados, alvoroco
de corpos andnimos agitando-se em torno de mim; ndo sei o que pode vir a se passar.
Perda total de referéncias, apreensao, desassossego. Estou entregue.

Pedacos de corpos sem imagem destacam-se, ganham
autonomia e comegam a agir sobre mim: bocas anonimas
abrigam carretéis de maquina de costura, cujas linhas
lambuzadas de saliva sdo ruidosamente desenroladas por
mdos igualmente andnimas, para em seguida deposita-las
sobre meu corpo. Coberta pouco a pouco dos pés a
cabega por um emaranhado de linhas, composi¢do impro-
visada de bocas e maos que me cercam, vou perdendo o
medo de diluir a imagem de meu corpo, diluir meu rosto,
minha forma, me diluir: comego a ser este emaranhado-
baba. 0 som dos carretéis girando nas bocas parou. As
maos agora se embrenham nesta espécie de molde umido
e quente que me envolve para retird-lo de mim; umas,
mais nervosas, arrancam tufos; outras erguem fios com a
ponta dos dedos como se temessem esgarca-los-e assim
val indo até que nada mais reste. Meus olhos sdo desven-
dados. Volto ao mundo visivel. No fluxo do emaranhado-

baba plasmou-se um novo corpo, um novo rosto, um
novo eu. Estou atordoada. 0 que € isto que me aconte-
ceu? Sinto-me convocada a enfrentar o enigma.

Procuro pistas nos textos da prépria Lygia, que sem-
pre me soaram como 0s mais precisos para dizer o
indizivel de sua obra. Embora eu ndo disponha neste
momento de acesso a seus didrios (2), posso contar com
seus textos publicados e alguns inéditos, suas entrevis-
tas, sua correspondéncia. Detenho-me especialmente na
fase que se inicia logo apés o Trepante (1964), tiltimo de
seus famosos Bichos - aquele que, segundo Lygia, levou
um chute de Mdrio Pedrosa quando ele o viu pela primera
vez, acompanhado em seqguida de um comentdrio entu-
siasmado: “até que enfim se pode chutar uma obra de
arte” (3). A partir do momento em que este chute torna-
se possivel, concretiza-se uma virada na obra de Lygia



> ensayo essays

que ja vinha se anunciando. A nova fase se inaugura
com o Caminhando (1964) e termina com as sessdes dos
Objetos Relacionais, obra que ela realiza de 1976 a 1981,
e bem mais esporadicamente até 1984. E este periodo
que me interessa pesquisar, pois é af que Lygia cria a
“obra” que me aconteceu, a qual deu o nome Baba
Antropofdgica (1973). Sao os vinte e quatro ultimos anos
de sua produgao, quando torna-se (deliberadamente)
inviavel expor seus objetos isolados em museus, galerias,
salas ou saldes. Que sentido teria expor carretéis, por
exemplo, sem esta experiéncia que descrevi?

Lygia Clark
Baba Antropofdgica, 1973

Anthropophagic Drool, 1973,

Chama minha atencao a repeti¢do insistente de algumas
palavras e expressoes, verdadeiros ritornelos. Decido
entdo tomda-los como linhas de minha investigacao.
Comego por um deles que menciona o corpo, ja que foi
que algo de inquietante comigo se passou:

“meméria do corpo”. De que corpo e de que memoria
Lygia estaria falando?

Apelo para a memoria das sensagdes que vivi na
Baba Antropofdgica. Descubro que o corpo em que fui
lancada e do qual Lygia tanto fala ndo é nem o corpo

organico, nem a imagem do corpo, nem o envélucro de
uma suposta interioridade imaginaria, que constituiria a
unidade do meu eu. E mais ainda, sao exatamente estes
corpos que foram se desmanchando em mim, diluindo-se
na mistura das babas. 0 corpo vivido nesta experiéncia
estd para além deles todos, embora paradoxalmente os
inclua: é o corpo do emaranhado-fluxos/baba onde me
desfiz e me refiz.

Penso no “corpo sem ¢rgaos”, expressao de Antonin
Artaud retomada e expandida por Gilles Deleuze e Félix
Guattari, no mesmo momento em que Lygia fazia sua

Baba Antropofédgica. 0 corpo sem 6rgaos é esta matéria
aformal de fluxos/babas, que experimentei num plano
totalmente distinto daquele onde se delineia minha
forma, tanto objetiva quanto subjetiva. Eu disse matéria
“aformal” e nao “informe”, porque o que vivi ali nao foi
simplesmente uma auséncia ou indefini¢do de minha
forma, mas sim um além da forma. Um plano habitado
por uma fervilhante agitagao de fluxos de saliva, de li-
nhas, de bocas, de maos, em movimentos de atracao e
repulsa, produzindo constelacoes - uma pletora de vida
onde um feixe desconhecido de sensacoes foi germinan-
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do, impossivel de ser expresso na forma em que eu me
reconhecia. Foi quando me estranhei: algo em mim
deixara de fazer sentido. S6 fui me apaziguar quando
senti ganhando consisténcia um novo corpo, um novo eu,
encarnagao daquelas sensagdes produzidas pela

mistura dos fluxos/baba.

Vislumbro entdo que o corpo sem 6rgaos dos fluxos-baba
€ uma espécie de manancial de mundos - modos de
existéncia, eus, “corpos, como acontecimentos como
aquilo que sempre esta por aparecer, por ser

produzido” (4). E um fora de mim, mas que curiosamente
me habita e ainda por cima me faz diferir de mim mesma
- como diz Lygia: “o dentro é o fora”. Este paradoxo me
leva a uma nova pergunta: se nio é dentro de mim, onde
€ que tal fora me habita?

Lembro-me de um comentario de Lygia sobre uma
obra do periodo que estou investigando: “0 homem quan-
do poe essas mascaras vira um bicho auténtico, pois a
madscara é um apéndice dele” (5). Encontro uma pista: o
fora é o corpo sem 6rgdos do auténtico bicho - um além
de mim enquanto forma dada, com seu contorno, seu
dentro, sua estrutura, sua psicologia. 0 fora é o vivo ndo
-humano que me habita: matéria feita de babas misturan-
do-se ao infinito, produzindo dobras e mais dobras, cujos
contornos cirscunscrevem dentros. E os dentros vao
sendo deglutidos no emaranhado das babas, bicho
antropofagico que os devora tornando-os contingentes e
finitos. Cada dentro é uma dobra do fora, uma dobra do
auténtico bicho.

A associacao com os Bichos em suas miiltiplas dobras
é imediata. Mas também com o Caminhando que vem logo
em seguida, inaugurando esta tltima fase da obra de
Lygia: uma iniciagdo do espectador ao dobrar do fora,
formando dentros efémeros que se desdobram para diluir-
se novamente no fora. Palavras da prépria Lygia: “o ca-
minhando permite a transformacdo de uma virtualidade
em um empreendimento concreto” (6). Uma virtualidade
produzida no fora que se concretizara na criacdo de uma
nova forma.
Volto a Baba Antropofdgica: é deste fora que foi se pro-
duzindo um novo dentro de mim. E da para imaginar que
se repetisse esta experiéncia em outros contextos, consti-
tuidos por outros fluxos, outras misturas, outros dentros
de mim iriam se produzir,
Se este é o corpo que habitei na Baba, em que consiste a
memoria deste corpo? Que espécie de memoéria tal exper-
iéncia ativou em mim?
E 6bvio que o que se ativou nao foi uma meméria
cronoldgica, deposito/arquivo de uma sequéncia biogra-

fica que minha consciéncia teria acessado; tampouco um
esconderijo de representacdes reprimidas deste passado.
De novo é Lygia quem responde. 0 que a Baba ativou foi
a memoria do “arcaico”, mais um de seus ritornelos: o tal
bicho - 0 ndo-humano no homem e seus afetos - para-
doxalmente sempre contemporaneo. Memdria do corpo
dos emaranhados-baba, campo de experimentacio de
uma cronogénese: engendramento de linhas de tempo
espacializando-se em novos mundos. Memoéria
prospectiva, acessada por reativacao (do bicho) e

nao por regressao (ao passado humano e seus contetidos
recalcados).

Al uma outra pergunta vem impor-se a mim, a iltima
que tenho que enfrentar para apreender minimanente o
que me aconteceu naquele domingo: o que Lygia pre-
tende inventando objetos cuja visada é acessar a
memoéria do corpo?

Se a memoria a ser acessada é a cronogenética, a
funcao dos objetos de Lygia ndo é a sensibilizacdo ou a
liberagao catdrtica do corpo proprio como fonte de pra-
Zer, Nem a expressao ou a constituicdo de uma imagem
do corpo como fonte de unidade psiquica, nem o resgate
das tais representacdes reprimidas que se encontrariam
num arquivo secreto. Ao contrdrio, a funcao destes obje-
tos é promover a abertura na subjetividade para um além
do humano: o auténtico bicho (o vivo).

E a prépria Lygia quem afirma que o ritual que con-
voca esta memoria ndo visa “buscar uma forma a ser
encontrada seja no passado, seja no futuro, mas a vivén-
cia experimental do participio presente da evolugio
incessante das formas. Ritual que servird de ponte para
atravessar da terra pseudo-firme de sua alienagao para
as aguas instaveis e tdo inesgotaveis de sua libertade de
acao e do ‘precdrio como novo conceito de existéncia’
(7). Ritual que devolve ao “pulmio césmico” (outro
ritornelo de Lygia) a poténcia de respirar os ares do fora.

Lygia nao quer apenas abrir o acesso ao informe (o
negativo da forma, sua auséncia), nem a capacidade de
mudar de forma (metamorfose), propostas bastante
comuns na geracao de artistas a qual pertence, geral-
mente tomadas como um valor em si. 0 que ela quer é
criar condicdes para conquistar ou reconsquistar na sub-
Jetividade um certo estado no qual seja possivel suportar
a contingéncia das formas, desgrudar de um dentro
absolutizado vivido como identidade, navegar nas dguas
instaveis do corpo aformal e adquirir a liberdade de fazer
outras dobras, toda vez que um novo feixe de sensacoes
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no bicho assim o exigir. E como reposta a esta exigéncia,
que mudar de forma ganha sentido e valor, impondo-se
como necessario para a aventura vital.

Lygia chamou isto de “atingir o singular estado de arte
sem arte”: dltimo de seus ritornelos que evocarei, pois
ele define a experiéncia que me interessa problematizar
aqui. Uma pergunta logo se impge: porque “sem arte”?
Este é um detalhe essencial; para Lygia experimentar o
estado de arte - corporificar um novo feixe de sensacdes,
singular por defini¢do - nao se dd somente na criagao de
um assim chamado “objeto de arte”, mas também na
criagao da existéncia objetiva e/ou subjetiva. 0 que
Lygia quer € resgatar a vida em sua poténcia criadora,
seja qual for o terreno onde se exerca tal poténcia.

Atingir o estado de arte na subjetividade do préprio
artista nio tem nada de novo, pois é de dentro deste
estado que o artista cria. Lygia sempre viveu verdadeiras
convulsoes durante a gestagdo de cada fase de sua obra.
Suas turbuléncias nao eram um mero detalhe biografico
pitoresco, peculiaridade de sua “estrutura psicolégica”,
mas sim parte de seu processo de criacdo, no qual
ganhava corpo uma proposta ao mesmo tempo artistica
e existencial.

Atingi-lo na obra, sacudindo sua reificacdo no objeto
- reificacao que encontra poderosa sustentagao no mer-
cado de arte - & um passo sem duvida importante, mas
se fosse s6 esta a questdo de Lygia ndo constituiria novi-
dade alguma em sua época.

Penso que a principal visada de Lygia esta na
subjetividade do espectador: é ai que ela quis atingir o
que chamou de estado de arte - sacudir a posicao de
espectador, desreificd-la radicalmente. Isto vai muito
além da simples proposta de participagdo, comum em
sua geragao, redutivel a um democratismo (8) politica-
mente correto.

Aqui encontra-se a originalidade e a for¢a maior da
obra de Lygia. E isto que a fez deslocar-se paulatina-
mente do piiblico de museus e galerias, por demais reifi-
cado em sua identidade de espectador, para ir buscar
seus “espectadores” entre jovens estudantes da Sorbonne
p6s-68, depois entre transeuntes anénimos nas ruas de
Paris e, no final, um a um, de preferéncia borderlines, no
contexto daquilo que ela propria chamou de “consultério
experimental”, instalado em seu apartamento na rua
Prado Junior de Copacabana. 0 acesso do espectador aos
objetos passa a depender de sua entrega a uma iniciagao:
a abertura de sua subjetividade para o estado de arte.

Como escreve Guy Brett “a exclusao de Lygia de uma
audiéncia, nao seria de fato um modo paradoxal de
procurar a ‘audiéncia criativa’ “? (9)

0 que Lygia busca provocar no espectador pode con-
fundir-se com propostas contraculturais que lhe sao con-
temporaneas: liberar o corpo; desenvolver a criatividade
- seja usando os objetos ludicamente como num play-
ground, seja encarnando o cliché do artista que haveria
em cada um, Belas (Artes) Adormecidas que se pode e
deve despertar. Nio é nada disso o que Lygia busca: de
espectador em espectador o que ela pretende é que se
possa fazer da existéncia uma obra de arte.

E verdade que como proposta estética isto nao tem
nada de novo; poderia-se dizer que ela acompanha a arte
moderna desde o inicio. Mas Lygia vai mais longe: ela
quer ¢ a desreificagdo da existéncia individual e coleti-
va, a descoagulacao das formas, a conquista de uma
fluidez nos processos de subjetivagao - um plasmar-se,
como ela diz, deixar-se descosturar e costurar (10) pelo
fervilhar do trabalho subterrdneo das forcas/fluxos de
nosso bicho, germinagac que se opera em siléncio e que
pede um corpo que venha encarnd-la, um corpo de pen-
samento, de arte, de existéncia, etc. Lygia nos propde
um modo antropofdgico de subjetivacdo: o bicho devo-
rando o homem, outro homem nascendo desta devoragao
e assim ao infinito.

E também verdade que tampouco é nova a proposta
de rasgar as figuras para deixar entrever as forcas em
agdo, esta se formula junto com a modernidade na arte e
ja com Cézanne atinge seu mais alto grau de refinamen-
to. Mas cada artista tem um procedimento préprio para
fazé-lo concretamente. 0 que é singular no método de
Lygia € atingi-lo no corpo do espectador: colocé-lo on-
line com as forgas, rente a vida; langa-lo no devir.

Para chegar a isso Lygia teve que ir apurando o obje-
to até um guase-nada. Isto poderia ser entendido como
um “ndo-objeto”, conceito forjado por Malévitch no
comego do século, em voga nos anos sessenta. Foi assim
que Ferreira Gullar pensou os Bichos, mas ja em relacao
aos Bichos Lygia discordou totalmente. Ha um “quase”
que resta, e este quase € o que de essencial no objeto
mobiliza o que descrevi através da Baba - aquilo que
opera, no corpo do espectador, uma experiéncia de
desestabilizacdo de sua subjetividade, permitindo-lhe
viver a forma no momento de seu naufrdgio, momento
que é também o de uma germinacdo. Lygia quis e con-
sequiu reduzir a mediagao do objeto ao minimo
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Lygia Clark
Trepante, 1964, borracha.
Fotoqrafia Vicente de Mello.

Climber, 1964, rubber.

Phato Vicente de Mallo.
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necessario, o quase-nada que promove este efeito. Assim
sao seus Objetos Relacionais, sua iltima obra.

Produzir este efeito €, a meu ver, a marca mais significa-
tiva do trabalho de Lygia e ndo apenas no periodo pés-
Bichos: o que acontece com esta marca a partir de entdo
é que ela se radicaliza, ganha maior visibilidade, reve-
lando-se sua presenca da primeira a ultima obra de
Lygia. Como toda marca da meméria de nosso corpo
bicho de fluxos/baba ela é eterna, sempre virtual,
podendo ser reativada a qualquer momento. S6 tem sen-
tido trazer Lygia de volta se for para reativar esta sua
marca, reatualizar sua poténcia de abertura para o esta-
do de arte na subjetividade de modo a contaminar a
cultura contemporanea; uma prospectiva que tal marca
venha a desencadear e ndao uma retrospectiva de

suas formalizagoes.

Este é o desafio que se coloca, a meu ver, para qual-
quer tentativa de expor a arte de Lygia Clark - sobretudo
quando se pretende incluir seus objetos pés-virada de
64 ousando enfrentar seu mistério, o que € indispensavel
para a inteligibilidade de uma obra como um todo. Como
reativar hoje e num ambiente de museu ou galeria sua
forca de proliferacao? Como fazer emergir em cada “visi-
tante” a voz disruptora do bicho que Lygia nos legou? 0
desafio por enquanto permanece em aberto...

Publicado en na Universidade de Paris VII), (6) "1964: Caminhando”, in

Imagens, N°, Abril 1995.

(1) 0O relato que se seque
descreve a experiéncia que
fiz da obra de Lygia Clark
Baba Antropofdgica, no con-
texto de um grupo de traba-
lho que visava inicialmente a
preparacdo da retrospectiva
de sua obra na 22a Bienal

Internacional de Sao Paulo.

(2) Lygia Clark escreveu
dois didrios: um diario clinico
(notas das “sessdes” com os
Objetos Relacionais, sua ulti-
ma obra) e um didrio pessoal
(trés volumes de textos que
vao de 1955 a 1973).
Pesquisei este material em
duas ocasides. Uma primeira
vez, em 1978, em resposta a
um pedido de Lygia: tomar
seu 1iltimo trabalho como
tema de minha dissertagac
(#Mémoire du corps, defendida

bem como ajudé-la na elabo-
ragdo do texto "Objeto
Relacional” para o livro que a
Funarte consagrou a sua obra.
Voltei a trabalhar nos didrios
para um projeto de edigio de
seus textos que desenvolvemos
juntas em 1987. Este projeto
fol interrompido por sua
morte, assim COmo 0 acesso a

seus didrios.

(3) Extraido de um trecho do
didrio pessoal de Lygia Clark,
que compde a capa do livro
Artes de Sonia Lins, sua irma
(Nova Fronteira, 1995).

(4) Extraido da fala de Carlos
Basnaldo numa das mesas-
redondas promividas pela

22a Bienal Internacional de
Sao Paulo, em 14/10/1994,

(5) Carta a Hélio Oiticica de
14/11/68, in Lygia Clark e Hélio
Oiticica. RJ, Funarte, 1987,

Lygia Clark. R, Funarte, 1980
(col. Arte Brasileira

Contemporanea); p.25.

(7) “1966: Nos
recusamos...”; in Lygia Clark.
RJ, Funarte,

1980 (col. Arte Brasileira
Contempordnea); p.30.

(8) «f. Paulo Sérgio Duarte,
“Depoimento a Gléria
Ferreira®, in Lygia Clark e
Hélio Oiticica. Funarte/Inape,
Rio de Janeio, 1987,

(9) “Lygia Clark. The bor-
derline between art and life".
Thrid Text, London, (1), 1987;
p. 94,

(10) "Objeto Relacional®, in
Lygia Clark. R, Funarte, 1980
(col. Arte Brasileira

Contemporanea); pp. 49 e 50.
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Lygia Clark

Terapia con Objetos Rele

1975-86, ima

dirigido por Mario Carneiro. Cortesia RioArte, Rio de Janeiro.

Therapy with Relationa! Objects, 1975-86, still from the video Memary of the Body, 1984,

directed by Mario Carneiro. Courtesy RioArte, Rio de Janeiro.

A State of Art:

The Work of Lygia Clark

del video Meméria do Corpo, 1984,

Sdo Paulo, Sunday, May 15, 1994 (1). I am lying on the ground, blindfolded, a commotion of anonymous bodies
moving around me. I don’t know what will happen. A complete loss of reference points; apprehension, disquiet. I give myself

Pieces of bodies that cannot be pictured
detach themselves, gain autonomy and
begin to act on me: anonymous mouths
shelter bobbins for sewing machines, the
threads coated with saliva are noisily
unwound by equally anonymous hands,
to then be placed on my body. Covered,
little by little, from my feet to my head
by an entanglement of threads, a compo-
sition improvised by the mouths and
hands that surround me, I slowly lose my
fear of seeing the image of my bady dis-
solve - my face, my form, myself: I begin
to be this entangled drool. The sound of
bobbins turning in mouths has stopped.
Hands now become entangled in the
damp, hot mold that enwraps me in order
to extricate me from it; other hands,
mare nervous, tear off tufts; others lift
threads with the tip of the fingers as if
they were intent an fraying them and so
it continues until nothing is left. The
blindfold is taken off. Return to the visi-
ble world In the flux of entangled drool a
new body, a new face, a new self was
molded. I am stunned. What has hap-
pened to me? I feel called upon to con-
front this enigma. I search for guidance
in Lygia Clark’s own texts, which always
seemed essential in attempting to say
the unsayable of her work, though I lack
access to some unpublished texts, inter-
views, and correspondence. (2)

I linger especially in the phase that
begins right after Climber (1964), the
last of her famous Beasts - the one that
according to Lygia, Mario Pedrosa kicked
when he first saw it, an act he followed
with the enthusiatic remark: “Finally an
artwork you can kick.” (3)

From the moment this kick is possible, a
shift in Lygia‘s work that could already
be discerned takes concrete form. The
new phase is inaugurated with
Walking(1964) and ends with the ses-
sions of the Relational Objects, a series
that she produced from 1976 to 1981,
and more sporadically in 1984. This is
the period that I am interested in

over to the experience.

researching. Together those works com-
prise the last 24 years of her production
when, perhaps deliberately, it was no
longer viable to display isolated objects
in museums, galleries, living rooms, or
salons. What point would there be in
exhibiting bobbins, for example, divorced
from the experience I described?

I am drawn to the insistent repeti-
tion of some words and expressions, real
ritarnellos. T decide to pursue these
things in my investigation. I begin with
one that mentions the body, as it was
there that something disquieting
happened to me: “memory of the body.”
0f what body and what memory is
Lygia speaking?

I appeal to the memory of the sensa-
tions that I experienced during
Anthropophagic Drool. I discover that the
body into which I was launched and of
which Lygia spoke so often is neither the
organic body, nor the image of the body,
nor the envelope for a supposed imagi-
nary interiority that would constitute the
unity of myself. And moreover, it is these
very bodies that were unraveled in me,
dissolved in the mixture of drool. The
lived body in this experience is beyond
all those other bodies, though paradoxi-
cally it includes them: it is the bady of
the entangled fluxes, drool where T
unmade and remade my self.

I think of the “body without organs,”
an expression of Antonin Artaud’s taken
up and expanded by Gilles Deleuze and
Félix Guattari at the same time that Lygia
was making her Anthrepophagic Droll. The
body without argans is that “aformal”
material of flux/drool that I experienced
on a totally different plane from the one
where my form, both objective and sub-
jective, was delineated. I said “aformal”
material not “informe” because what I
experienced there was not simply an
absence or lack of definition of my form,

but also “beyond form.” A plane inhabit-
ed by a burning agitation of the flux of
saliva, of threads, of mouths, of hands,
in movements of attraction and repul-
sion, producing constellations - a pletho-
ra of life in which a bundle of unknown
sensations germinated, incapable of
being expressed in the form in which I
recognized myself. That was when I
seemed strange to myself: something in
me ceased to make sense. I was only
pacified when I began to feel a new
body, a new “me" gaining consistency,
the incarnation of those sensations pro-
duced by the mixture of flux/drool.

I then discern that the body without
organs, the body of flux/drool is a sort of
fountain of words - modes of existence,
“I"s, "bodies, like ‘acquaintanceships,” as
what is always about to appear, to be
produced.” (4) It is an outside of me,
but one that curiously inhabits me and
alsa makes me differ from myself - as
Lygia says: “The inside is the outside.”
This paradox brings me to a new ques-
tion: If the inside isn't inside me, where
is it that the outside inhabits me?

I remember a comment Lygia made
about a work from the period T am
researching: “When man puts on those
masks he turns into an authentic animal,
since the mask is his supplement.” (5)

I find a lead: the outside is the body
vithout organs of the authentic animal -
a beyond me as a given form, with

its contours, its inside, its structure,

its psychology. The outside is the non-
human living world that inhabits me: a
material made from drool that is com-
bined ad infinitum, producing folds and
more folds, whose contours circumscribe
insides. And the insides are swallowed in
the entanglement of drool - an anthro-
pophagic animal that devours them, ren-
dering them contingent and finite. Each
inside is an outside fold, a fold of the
authentic animal.
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The association with Beasts in their
multiple folds is immediate. But also with
Walking which immediately follows them,
inaugurating this last phase of Lygia’s
work: the initiation of the spectator to
the fold of the outside, forming ephemer-
al insides that are unfolded only to be
diluted once again in the outside. In
Lygia's own words: “Walking allows for
the transformation of a potentiality into
a concrete undertaking.”(6)

A potentiality produced in the outside
that will be concretized in the creation of
a new form.

Returning to Antropophagic Drool: it
is from this outside that a new inside
was produced in me. It is easy to imagine
that this experience would be repeated in
other contexts - composed of other forms
of flux, other mixtures - producing other
insides of me.

If this is the body that I inhabited in
Drool, what does the memory of this
body consist of? What type of memory
did this experience produce in me?

It is obvious that what was activated
in me was not a chronological memory, or
a hiding place for the repressed memories
of the past.

Once again Lygia is the one who
answers. What Drool activated was the
memory of the “archaic,” anather one of
her ritornellos: the animal - the nonhu-
man in man and its effects - that is,
paradoxically, always contemporary. The
memory of the entangled-drool body, the
field of experimentation in @ chronogen-
esis: the engenderment of threads of
time specializing in new worlds. The
prospective memory accessed by reactiva-
tion (of the animal) and not by regres-
sion (to the human past and its com-
pressed contents).

At this juncture another question
occurred to me, the last one I have to
confront in order to begin to understand
what happened to me on that Sunday:
what is Lygia after in inventing objects
whose aim is to access the memory.
of the body?

If the memory to be accessed is the
chronogenetic one, the function of
Lygia’s objects is neither sensitization,
nor the cathartic liberation of the body
proper as a font of pleasure, nor the

expression or constitution of an image of
the body as a font of psychic unity, nor
the redemption of those repressed repre-
sentations that might be found in a
secret archive. On the contrary, the func-
tion of these ohjects is to foment an
opening in subjectivity beyond the
human, that is, toward the authentic
animal (the live one).

It is Lygia herself who affirms that
the ritual that this memory invokes is
not aimed at “capturing a form to be
found either in the past, in the future,
but rather, [at] the experimental living
of the present participle of the incessant
evolution of forms. A ritual that will
serve as a bhridge to cross from the terra
pseudo-firma of one’s alienation to the
unstable and inexhaustible waters of
one’s liberty to act - the ‘precarious as
the new concept of existence.” “ (7) A
ritual that gives the “cosmic lung”
(another of Lygia‘s ritornellos) the capac-
ity to breathe the outside air.

Lygia does not simply want to open
access to the informe (the negative of
form, its absence), or to the capacity of
changing form (metamorphosis). What
she wants is to create conditions to con-
quer or reconquer a certain state in sub-
jectivity that would make it possible to
bear the contingency of forms, to
uncouple oneself from an absolutist
inside experienced as identity. To navi-
gate in the unstable waters of the afor-
mal body and to acguire the liberty to
make other folds, each time that a new
bundle of sensations in the animal
requires it. It is as an answer to this
requirement that changing form gathers
meaning and value, imposing itself as
necessary for the vital adventure.

Lygia called this "attaining the sin-
gular state of art without art": the last
of her ritornellos that T will cite, because
it defines the experience that I am
interested in problematizing here. One
guestion immediately arises: why “with-
out art?” This is an essential detail by
which Lygia tests the state of art - to
“corporify” a new bundle of sensations,
not only in “art objects” but also in the
creation of an objective and/or subjec-
tive existence. What Lygia wants is to
restore to life its creative power, what-
ever the terrain in which such power
is exercised.

Attaining the state of art through the

artist’s own subjectivity is nothing new,
since it is in this state that the artist
creates. Lygia always experienced real
convulsions during the gestation of each
phase of her work. Her disturbances were
not merely a picturesque hiographical
detail, a peculiarity of her “psychological
structure,” but part of her creative
proce&s, during which an idea, at once
artistic and existential, took shape.

To achieve this state of art in her
work, to shake it loose from its reifica-
tion in the object - a reification that
meets with substantial support in the art
market - is doubtless an important step,
but if this were all that was at stake in
her wark, Lygia would be nothing new in
her time.

I think that Lygia’s principle target
is the subjectivity of the spectator: it is
there that she wished to achieve what
she called the state of art - she hoped to
dust off the position of the spectator, to
de-reify it radically. This goes far beyond
the simple notion of participation, com-
mon to her generation and reducible to a
politically correct idea of democracy. (8)
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Here lies the originality and real
strength of Lygia’s oeuvre. This is what
made her detach herself gradually from
those who visit museums and galleries -
a public she saw as reified in its identity
as spectator - to look for her “specta-
tors” among the young students of post-
1968 Sorbonne, and later, among anony-
mous passersby in the streets of Paris,
and, in the end, one by one, preferably
among the marginal, in the context of
what she herself called the “experimental
doctor’s office,” that she installed in her
apartment in the rua Prado Junior de
Copacabana. The spectators’ access to
the objects comes to depend on his giv-
ing himself over to an initiation: on
opening his subjectivity to a state of art.
As Guy Brett writes, “would not Lygia's
exclusion of an audience, in fact be a
paradoxical means of searching for a
‘creative audience’ 7" (9)

What Lygia is trying to provoke in
the spectator can be confused with the
counter-cultural propositions of her con-
temporaries: to liberate the body, to
develop creativity - whether by using

Continued on page 149
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Pablo Siquier
Untitled (9001), 1990,
acrylic on canvas, 5 x 5 feet.

Sin Tituio (9001), 1990,
acrilico sobre tela, 1,50 x 1,50 m,

When I first saw a painting by Pablo Siquier, it was in a La primera vez que vi una pintura de

slide, projected on the wall. The clarity of the contoursegiigianier fus en una diapositiva proyectada en
5 S 1 d. La claridad de | t syl acid

the operation of centrality were very pronounced. The" P = ©=7ieac 7€ fos comarmes v operron

5 S de centralidad eran muy pronunciadas. La calidad

graphlc quahty and the smooth brush (almOSt a mEtaz_pg}Q'E y el pincelado suave (casi una metifora de la

for clarity ltSEl.f) emerged even more when I saw his claridad en si misma) se hicieron ain mds evidentes

paintings in real life. They looked as if they had been fivaide ! sus pinturas en vive. Farecian haber sido
s . « jecutad intando sobre una imagen proyectada:

by painting from a projected image but were actually """ Y sobe nne A proveaace

- g i pero en rea-lidad fueron pintadas a mano alz
painted free-hand, drawn forward in emblematic austerity. . ... ......

n una

da

austeridad emblematica B4 > 85
When perception and projection are separated by time or space in Cuando la percepcidn y la proyeccién
experience, it disturbs the static pulse of perceptual space. Siquier's radas en tiempo y espacio en la exper
paintings exist between the spaces or codes of optics and of memory, L pulso estdtico del plano perce;
articulated through fragments of architectural logos and details bor- :
rowed from the dynamism of the collective architectural spectacle of
Buenos Aires. On the other hand, these elements are projected back
into personal variants of pseudo-nostalgic “stills” or frame enlarge-

ments which have somehow floated away from their origins.

Siquier’s paintings are syntax without text, body without air,
image without ligaments. They work on the mundane forms of generic
representations but with a strong poetic linearity that at some point
seems to have lost its logic, yet maintains a constructive or pragmatic
tradition as the echo of an echo, the utopian desire for an original
desire that has meanwhile lost its roots and purpose. So what is
Siquier after? A blank wall, a fractured building, a long ornamented
line swirling around in arabesques and rotations of black and white, a
mannered form of “purity” (especially in the more recent paintings,
from 1993-95, where Daniel Buren enters a Borgesian labyrinth).

juier entonces? Una blanca
cturado, una larga linea orna

mental arre en ar L],'L"{‘(.“. y rotac i‘l'l".;

Siquier acknowledges his point of departure in the Concreto- de blanco
Invencion group of the 1940s in Argentina, and more particularly in
the lost aspirations of that movement. Just like Dutch Neo-Plasticism,
it opted for a more ideal vision of art as a model for the social system
- a utopia of correction. Its creation and assemblage into the variants
of the social entailed similar results: disillusionment, the failure of

1a forma amanerada de

“pureza” (esp a reciente, del 93

erna en un labe-
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utopia and of the promised praxis mediating art and social models
The operation of such a group in a country where repression and
dogma were so obvious within the social system brought this dis-
course to the point of futility, stranded within the merely formal.
Melancholy and weight attached to its social articulation, terminating
it as an active paradigm.

The interpretation of the relation “center/periphery” takes on
distinct nuances in Argentina, thanks to the impact and stylistic infil-
tration of multiple European influxes. Subjectivity takes on the tonali-
ty of paradigms in exile, inverting the processes of integration and
synthesis. It is not a question of light radiating from a central origin
to explore and illuminate the shadowy margins. Instead, the periph-
ery throws its shade back over the center. The fragments of European
styles, as manifested in architecture and everyday life, are reposi-
tioned, self-supporting parts that do not refer to a whole. It becomes
interesting in this regard to look at two of Siquier's paintings. The
first, from 1992 (#9211), is painted pink, white, and black. Its interi-
or seems dark, as though a shadowed center were being weighed
against a shadowed edge, with a sense of lateral gravity pulling
toward the left. The grid is in a state of imprisonment within
an emblematic syntax. It has no surface, no tactility, no sentimental
engagement - but a certain draftsmanship creates a kind of architec-
tonic model of the parameters of perception. The painting has a pink
ground, a bit muted, and a 3D characteristic in that the perspective
seems to tilt itself through the centrality of the image. In a subtle
way, you know you are off-balance. But how can you be off when
everything is so clear?

A similar move, but in a more radical manifestation, enters into
the reading of a new group of paintings from 1993-95. These are
black and white, with lines emerging from the edges of the canvas to
grow toward the center, maintaining centrality as a barometer of
“seeing through” (perspicere, the root of “perspective”) yet breaking
the image into components as a way of extrapolating around the sur-
face of its articulation. The coded and emblematic aspect of blank-

Pablo Siquier
Untitled (9505), 1995,
acrylic on canvas, 6.6 x 6 feat,

Sin Titulo (9505), 1995,
acrilico sobre tela, 2 x 1,80 m.

1as ¢

5€ 0pto

lista del

arte como modelo para el sistema social, una

utopia de correccion. Su creacién y assemblage

dentro de | lego resultados similares: des-

encanto, » de la utopia y de la praxis
mernte capaz de mediar entre

sociales. La falta de opera-

prometida, su

, condujo a ese discurso :
encallada en lo meramente for
y peso atados a su articulacion
social, ultimandolo como paradigma activo.

La interpretacién de la relacién “centro / peri-

iste distintos matices en Argentina gra-
yylain

i X istica de multi-
ples influjos europeos. La subjetividad adquiere la

tonalidad de ilados, invirtiendo los

una luz que, irradiando desde un origen ce
s mdrgen umbrios, si
eriferia devolviéndole su so

de estilos europeos, tal cual se mani-
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Resulta intéresante mirar

e angulo a dos de las pinturas de Siguier.
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o por medio de un

a fuerza de gravitacién lat-
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textura, ni sentimentalismo, pero un
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Pablo Siquier
Untitled {9211), 1992,

acrylic on canvas, 6 x 4 feet.

Sin Titulo (9211), 1992,
acrilica sobre tela, 1,75 x 1,20 m.

ness, the fragility of the white background of static - the optical
movement of static lines - jumps and dazzles in an almost kinetic,
op-art way that elicits a retinal shadow. This time, it is the

shadow 7n transformation.

In the panorama of the young Argentinean painting scene today, as
we seek a conceptual assessment of pictorial languages and the issues
of abstraction, the individuality of Siquier's work emerges in a con-
text that includes a more internationally known artist like

Fabian Marcaccio (an Argentine resident of New York) as well as some
whose reputation remains more local, such as Jorge Gumier Maier.
Marcaccio uses a more meta-genetic Baroque aspect of painting,
highly physicalized and layered, while Gumier Maier’s has a more
meta-generic, geometrical-simulation aspect, trading on criticality
through a reproduction of the codes of “spirituality,” imbuing the
geometrics of formalism with a more “introverted” touch. Siquier’s
lexicon is neither physical nor contemplative. His tone is drier and his
autonomy adds an additional cerebral dimension. His paintings are
not about being and they are complex in their simplifications of the
representation of abstraction. His approach has to do with sustaining
and obstructing rather than reductivism or simple diagrammaticism.
He manages to retain the matrix of the concept in his work.

Abstraction as a discussion becomes futile both in its reductivism
on the one hand and in its lyrical/sentimental tendencies on the
other. One is actually the reflection of the other. Openness, instead,
comes from re-reading painting in new ways. What Siquier brings to
it is a way of looking that sees past the phenomena of the body going
through its spasmologies to the mind undergoing its contractions
and utterances.

Photos of architectonic details of
buildings in Buenos Aires

courtesy of Nicolas Guagnini,

Fotografias de detalles arquitecténicos
de fachadas de edificios en Buenos Aires
cortesia de Nicolas Guagnini,

desequilibrio. Pero,
brarnos si todo es

os desequili-

radicalmente
un nuevo
n blancas y

del bords

Una operacion andloga
manifiesta, aparece en
grupo de pinturas de 1
negras, con lineas surgie
centre de la tela
un barémetro del “ver a t
raiz latina de la palabra

acia el

d como

mantenie

de” (perspicere, la

y sin

spectiva”),

embargo rompiendo la imag partes, como una
de la superficie

o codificado y

manera de extrapolarse alre

de su articulacidén. El

la fragilidad del fondo de
blanco estatismo - el movimiento dptico de las
lineas estéticas - resalta y encandila casi como un
ciendo una sombra retinal. En
este caso, es la sombra en transformacién.

emblematico del vacio,

cinetismo-0p ind

En el panorama de la pintura joven argentina,
en el que es posible detectar una valoracion con-
ceptual de los lenguajes pictéricos y de las pro-
blemdticas de la abstraccién, la individualidad de
la obra de Siguier emerge en un contexto que
incluye a un artista mds conocido internacional-
mente como Fabian Marcaccio (un argentino resi-
dente en Nueva York) junto con otros cuya repu-
tacién es mds local, come Jorge Gumier Maier.
Marcaccio toma un aspecto mds meta-genético ba-
rroco de la pintura, altamente fisico y estratifica-
do, mientras que Gumier Maier usa un modo meta-
genérico, de simulacién geométrica, negociando
criticamente mediante la reproduccion de los cédi-
infiltrando a la
geometria formalista con un togue “introvertido”.

gos de la “espiritualidad”,

El léxico de Siguier no es ni fisico ni contemplati-
v0. Su tono es seco v su autonomia afnade a la obra
una dimension cerebral adicional. Sus pinturas no
son sobre el ser y son complejas en sus simplifica-
ciones de la representacién de la abstraccién. Su
visién tiene mds que ver con sustentar y obstruir
que con €l reductivismo o el simple esquematismo.
Siquier consigue retener la matriz del concepto en
su trabajo.

La discusion sobre la abstraccion se torna futil
tante en su reductivismo como en sus tendencias
u i tales. La apertura surge, en cambio,

d de releer la pintura de un modo

jue Sigquier aporta a esta discusién
gue sobrepasa el fenameno del
smologias y se con-
e padeciendo sus contracciones y
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Roland Bavthies, * The Phantoms of the Opera” (1973)
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Roland Barthes, “Los Fantasmas de ln Opera” (197
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While certain kinds of music were native to the home, the
street, or even the workplace, others were linked to for-
mal presentation, as in a church, concert hall, or opera
house, and the affect of different musics was bound up
with the social and spatial contexts these provided.
Today, driving a car or relaxing on my couch, I can sum-
‘mon sounds conceived for audition in the clearing of a
Zairian rain forest, the Church of San Marco in Venice, or
a bar on the Lower East Side. Yet these settings continue
to condition the reception as well as the structure

of the music.

‘The dramatic form of a 19th century symphony, not to
~mention its extreme alterations in dynamics, depends on
the theatrical setting of the concert hall, and I have
always found something disturbingly artificial about lis-

% tening to this kind of music, so alien to the domestic set-
- ' ting, at home (although I do so constantly) - in contrast
to the more “inward” quality of chamber music of the
same era.

The advent of recorded sound has fundamentally altered our relation to musical perfor-
mance, not only because of the replicability which it has permitted, but also by detaching
musical sound from the particular places which gave birth to it.

By contrast, the recent and surprising spurt in the popu-
larity of Gregorian chants, the music of Hildegard von
Bingen, and similar forms of medieval devotional music
may be attributed not only to its availability for appropri-
ation by “new age" spirituality, but even more so to a for-
mal placidity that allows it to be consumed without the
sort of dramatic concentration that would disrupt the
performance of domestic tasks.

Furthermore, like much music intended for ecclesias-
tical use, this music is rather open in texture. There is a
great deal of “space” within the music, which was meant
in turn to magnify the listener’s sense of the grandeur of
the house of worship in which it would be heard. And
while this kind of space is certainly very distinct in char-
acter from the domestic space in which recordings of this
music are now constantly spinning, contemporary taste
values just this sense of openness, which is amplified as
much in an ordinary room as it was in the cathedral.

Mientras que ciertos tipos de misica
eran oriundas del hogar, la calle, o
incluso el puesto de trabajo, otras esta-
ban vinculadas a una presentacién for-
mal, en una iglesia, una sala de concier-
to 0 un teatro de dpera, y el tipo de
afeccién que las diferentes musicas
provocaban estaba ligado a esos contex-
tos sociales y espaciales. Hoy en dia,
conduciendo un automovil o reposando
en mi sofd, puedo convocar sonidos con-
cebidos para ser escuchados en un claro
de la selva tropical de Zaire, la Iglesia de
San Marcos en Venecia, 0 un bar del
Lower East Side. Y, no obstante, estas
situaciones siguen condicionando la
recepcién y la estructura de la musica.
La forma dramatica de una sinfonia del
siglo XIX, para no mencionar sus
extremas alteraciones de dindmica,
dependen de la situacién teatral de una
sala de concierto; siempre he hallado
que hay algo de perturbadoramente arti-
ficial en escuchar esta clase de musica,
tan extrana a la situacién doméstica, en

casa (aunque constantemente lo haga),
en contraste con la cualidad mas “inte-
rior” de la miisica de camara de la misma
época. En cambio, el reciente v sorpren-
dente salto en la popularidad de los can-
tos gregorianos, la misica de Hildegard
von Bingen, y otras formas similares de
misica devocional del Medioevo, puede
atribuirse no sélo a su disponibilidad
para ser integradas en la espiritualidad
“new age,” sino, mas ain, a su placidez
formal, que permite que se las consuma
sin esa especie de concentracion
dramatica que puede perturbar la ejecu-
cion de las tareas domésticas. Ademas,
como es el caso de mucha misica com-
puesta para usos eclesidsticos, esta
miusica posee una textura mds bien
abierta. Hay una gran porcién de “espa-
cio” dentro de la masica, “espacio” que
se suponia tendria la capacidad de mag-
nificar en el oyente la sensacién de la
imponencia de la casa de culto en la cual
se la escuchaba. Y mientras que este tipo
de espacio tiene claramente un caracter

El advenimiento del sonido grabado ha alterado fundamentalmente nuestras relaciones
con la ejecucion musical, no sélo por la replicabilidad que permite, sino también porque
separa al sonido musical de los sitios particulares en los cuales se origina.

muy distinto al del espacio doméstico en
el cual las grabaciones de esta musica
son tocadas constantemente, el gusto
contemporaneo valora exactamente esa
sensacion de apertura, que se produce
tanto en un cuarto cualquiera como en
una catedral.

Kristin Oppenheim no es musica,
sino artista; su obra, sin embargo,
depende de las propiedades espaciales
del sonido musical, y, mas especifica-
mente, del de su propia voz cantando.
Aunque usualmente se considera que la
miisica es un arte del tiempo, los miisi-
cos han sido siempre conscientes de la
dimension espacial de su trabajo. Y
desde que artistas como Carl André en
los sesenta impulsaron una redefinicién
de las posibilidades de la escultura para
incluir en ella el lugar o la localizacién
del objeto tanto asi como el objeto
mismo, es perfectamente l6gico que cier-
tos artistas puedan ahora tomar presta-
dos elementos del arsenal del musico con
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Kristin Oppenheim is not a musician but an artist, and
yet her work depends on the spatial properties of musical
sound, and specifically of her own singing voice.
Although music is conventionally regarded as an art of
time, musicians have always been conscious of the spatial
dimension of their work. And since artists like Carl Andre
in the 1960s pushed to redefine the possibilities of
sculpture to include the place or site as well as the object
itself, it is only logical that artists can now borrow from
the musician’s arsenal to employ sound as a material to
deal with spatially.

To “view” one of her works may mean walking into an
empty gallery - or nearly so, since what the gallery will
certainly contain is one or more pairs of loudspeakers,
either on the floor or wall-mounted, depending on the
acoustical demands of the situation. As with the work of
the Minimalists, what one experiences in such an
encounter is in the first place a confrontation, a chal-
lenge: what to make of this emptiness, which is not the
same void Yves Klein displayed so long ago. The voice
makes the emptiness more evident and fills it at the
same time. It is through hearing more than through sight
that we take the measure of this nearly empty space,

almost as the blind develop a more acute use of hearing
¢l fin de emplear el sgnido como materi-
n the ev;‘l‘gaggn o?rtli‘lelr spatla?arcumstances. n this
al a ser trabajado espaciaimente.

art, the ear has taken the place of the eye.
“Observar” uno de sus trabajos puede
consistir en caminar por una galeria

vacia (o casi, ya que lo inico que puede

cierta distancia - la voz es i
La audicién esta relacionada con el sen-

tido del tacto por el hecho de que, en
ambos casos, el contacto real tiene lugar
a través de la vibracion del aire. Te

The voice comes from outside, from somewhere in the
space - it is not always easy to tell where, as the voice
may shift from speaker to speaker.

But - unlike things seen, which always appear at a cer-
tain distance - the voice is internalized. Hearing is relat-
ed to the sense of touch, in that an actual contact takes
place through the vibration of air. It strikes you, you take
it in, it fills your head. The echoing repetitions become
indistinguishable from the reverberations of a thought
you repeat in your head, with curiosity or with insistence,
until you're no longer sure you're not in the grip of an
obsession.

The voice is @ woman's voice, and more specifically a
feminine, almost girlish one. Of course it is the voice of
an artist who is a woman and who has this particular
voice (the efficient cause). But more important, this
voice which becomes an inward one must be feminine
because the soul, anima, is generically feminine (the
final cause). It is flat in a peculiarly American way, and
with little vibrato, a bit like that of Tanya Donelly ( the
singer for Belly and, formerly, Throwing Muses), in the
songs Donelly doesn‘t belt out.

The language this voice speaks is familiar, almost a mat-
ternalizada, dramaticas (“Lloré un rio sobre ti”, “me
ter o cﬁ\cmézsa, ?or what we ear(are b€1ts of old song lyrics,

arrastrarfa por el desierto con el o
sentimental or melodramatic - “T cried a river over you,

" ou

corazon en las manos”, “ella se fue, se
fue, se fue hace tiempo, ella se fue hace
tiempo”). Y, no obstante, a través del

decirse con certeza que contiene es uno
o mas pares de parlantes, puestos en el
piso o montados sobre la pared, depen-
diendo de las exigencias actisticas de la
situacién). Como sucede con la obra de
los minimalistas, lo que uno experimen-
ta en un encuentro como éste es, en
primer término, una confrontacién, un
desaffo: ;qué hacer con este vacio, dife-
rente al que Yves Klein desplegaba hace
tanto tiempo? La voz vuelve al vacio mas
evidente, y lo colma al mismo tiempo. Es
mas a través de la audicion que a través
de la mirada que ponderamos las medi-
das de este espacio casi sin objetos, del
mismo modo que un ciego desarrolla un
uso mas aguzado de la audicién para
evaluar circunstancias espaciales.

En este arte, el oido ha tomado el lugar .
del ojo.

La voz viene desde afuera, desde algun
lugar en el espacio (no siempre es facil
establecer desde dénde, pues la voz se
desplaza de un parlante a otro). Pero - a
diferencia de lo que sucede con las
cosas vistas, que aparecen siempre a una

alcanza, lo incorporas, colma tu cabeza.
Las repeticiones en eco se vuelven indis-
tinguibles de las reverberaciones de un
pensamiento que repites en tu mente,
con curiosidad o insistencia, hasta que
dejas de tener la certidumbre de que no
estds en las garras de una obsesion.

La voz es la voz de una mujer; mas
especificamente, una voz femenina, casi
anifiada. Por supuesto que es la voz de
una artista que es una mujer y que tiene
esta voz particular (la causa eficiente).
Pero, lo cual es mds importante, esta voz
que se vuelve interior debe ser femenina
porque el alma, anima, es genéricamente
femenina (la causa final). Ella es llana
de una manera peculiarmente norte-
americana, y posee un pequefio vibrato,
un poco como la de Tanya Donelly - la
cantante de Belly , y, luego, de Throwing
Muses - en las canciones en las que ella
no se pone a cantar exclamando. El
lenguaje que esta voz pronuncia es
familiar, casi todo compuesto por
clichés, pues lo que oimos son trozos de
viejas canciones liricas, sentimentales o

desapego y su modo reiterativo de “tejer-
se”, éstos cobran un poder irresistible,
como el de esos fragmentos enigmaticos,
a veces de naturaleza oracular, que uno
repite una y otra vez para encontrar la
clave oculta gue nos permitiria compren-
derlos. Una obra reciente toma como
mantra ciertas palabras - “asémate por la
ventana, cabello dorado” - que evocan el
reino espectral de los cuentos de hadas,
como la historia de Rapunzel, pero al
mismo tiempo, mds sombriamente, las
lineas (que se repiten insistentemente,
como las de Oppenheim) de “Todesfuge”,
de Paul Celan: “dein goldenes Haar
Margarete/dein aschenes Haar Sulamith”
(“tu cabello dorado Margarete/tu cabello
ceniciento Shulamith”).

Todo ésto debiera bastar, pienso, para
explicar mi desconfianza, hasta ahora,
en los ocasionales esfuerzos de
Oppenheim por suplementar sus trabajos
SOnoros con un componente visual (ge-
neralmente en la forma de dibujos). El
peligro consiste en que cada compo-
nente, bien sea el sonido o la imagen, se
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“I would crawl across the desert with my heart held in my
hands,” “she was gone, gone, long gone, she was long
gone.” And yet through detachment and reiterative
“weaving” these take on a compelling power, like that of
enigmatic fragments, perhaps oracular in nature, repeat-
ed over and over in an effort to find the hidden key to
their understanding. One recent work takes as its mantra
the words, “Lean out your window, golden hair,” which
evokes the spectral realm of fairy tales like the story of
Rapunzel, but at the same time, more darkly, the lines
(insistently repeated like Oppenheim’s own) from Paul
Celan’s “Todesfuge”: “dein goldenes Haar Margarete/dein
aschenes Haar Sulamith” (“your golden hair Margarete/
your ashen hair Shulamith”).

All this should suffice, I think, to explain my diffi-
dence, until now, about Oppenheim’s occasional efforts
to supplement her sound works with a visual component
(often in the form of drawings).

The danger is that either the sound or the image will be
perceived as an illustration of the other, so that the ten-
sion between looking and listening, which is essential to
the experience of Oppenheim’s sound-works, would be
tempered. True, the sense of disconnection between the

the wall, might have tended toward sustaining this
tension, but the clarity with which the drawings - usually
of empty dresses - present the notion of disembodiment
accorded perhaps too easily with the notion

(certainly an essential moment in the experience of

the sound works but not, in my view, an ultimate one)
of the voice as disembodied.

So when I went to visit the artist in her studio in the
Fort Greene section of Brooklyn to find out about the
work she had recently been doing in Europe - in On
Board, curated by Jérome Sans, and Avant-Garde Walk in
Venice, organized by Marc Pottier, both in tandem with
the Biennale di Venezia; in Limiares: Dez Fscultores
Americanos (Threshold: Ten American Sculptors), curated
by Dan Cameron, at the Fundacao de Serralves in Oporto;
and most recently in a one-person exhibition at Studio
Guenzani in Milan - I was happy to get the sense that
Oppenheim had worked her way through to a denser,
more elaborated sense of installation; that is, of the
possible interchange between image and sound in her
work. This is particularly true of Sally, presented both in
Oporto and Milan.

In this piece the sound portion is built up out of a

percibira gomo un% ilusracién del otro,

voice and Oppenheim’s simple line drawings, executed repeated phrase fro
de manera que la tensién entre mirar y tener la sensacion de que Oppenheim se o
sometimes on paper, sometimes directly on Round the Roses,

escuchar, esencial en la experiencia de
las obras sonoras de la artista, se atem-
peraria. Es verdad que la sensacién de
desconexion entre la voz y los sencillos
dibujos lineales de Oppenheim, ejecuta-
dos a veces en papel y otras veces direc-
tamente en las paredes, bien puede
haber tendido a sostener esta tensién,
pero la claridad con la cual los dibujos
(usualmente de vestidos vacios) presen-
tan la nocién de descorporizacion, co-
rrespondian con demasiada facilidad a
la nocién, esencial por supuesto, pero
no, a mi juicio, decisiva en la
experiencia de las obras sonoras, de la
voz descorporizada.

De modo que cuando fui a visitar a la
artista en su estudio en el barrio de Fort
Greene, en Brooklyn, para conocer la
obra que habfa estado realizando
recientemente en Europa - en A Bordo,
curada por Jerome Sans, y Caminata de
Vanguardia en Venecia, ocxrganizada por
Marc Pottier, ambas en tandem con la
Bienal de Venecia; en Umbrales: Diez
Escultores Norteamericanos, curada por
Dan Cameron, en la Fundacao de
Serralves en Oporto; y mas reciente-
mente en una exposicién individual en el

Studio Guenzani en Milan - me alegro

habia abierto un camino hacia un abor-
daje mds denso, mas elaborado de la
instalacion; esto es, del intercambio
posible entre la imagen y el sonido en su
obra, particularmente en Sally, presenta-
da tanto en Oporto como en Mildn. En
este trabajo la parte de sonido esta
construida en hase a una frase repetida
de una cancién de los sesenta,”Sally Da
Vueltas en Torno a las Rosas”, que salta
de modo impredecible entre cuatro par-
lantes, mientras una proyeccién de video
muestra una secuencia de diapositivas
brumosas en blanco y negro, expuestas
dos veces, y que toman, desde arriba, un
cuerpo acostado, casi totalmente oculto
por sabanas, moviéndose en lo que
parece ser un sueno perturbado. “Sally
da vueltas y vueltas y vueltas”, se
escucha, con la voz misma dando vueltas
y vueltas, mientras las imagenes presen-
tan un movimiento andlogo, pero tra-
ducido a una forma secuencial de quie-
tud. La doble exposicién de las
fotografias le da a la imagen una especie
de densidad que la translucidez de los
componentes de esas imagenes con-
tradice. Uno siente que se trata de un
trabajo scbre la memoria, aunque nadie

m a song
tprgadas hace algunos anos,
whic

nos haya dicho que las fotografias fueron
Y om the 1960s, SSally Go

.que
bounces rather unpregmtably
el cuerpo que en ellas se entrevé - como

la voz que viene a nosotros mientras
miramos - es la de la artista.
:Debiéramos considerar al trabajo de
Oppenheim autobiografico? Solamente en
el sentido mas amplio. Pero cuando le
pregunté si tenia alguna educacién espe-
cial en musica, asf como la tiene en arte,
su respuesta tomo una direccién diferen-
te de la que yo esperaba. Cuando ella
tenia unos veinte anos, en

San Francisco, me cont6, habia sido
introducida en la escena punk por un
novio que era musico y tenia una banda.
Ella recuerda este periodo de su vida
como uno en el que se encontraba muy
perdida, una época horrorosa y auto-
destructiva, Ella sefiala que todavia tra-
baja con canciones que conocié entonces,
pero también dice - y ésto es para mi ain
mds sorprendente - que la obra que esta
haciendo ahora esta estrechamente vin-
culada con el clima emocional de ague-
llos anos. Y pienso que es cierto, que
puedo escucharlo, porgue si bien la voz
cantora de su obra es suave y dulce, tam-
bién es muy triste, e incluso vagamente
atemorizadora, porque canta la posibili-
dad de la pérdida de los limites del yo.
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among four speakers, while a video projection shows a
sequence of hazy, double exposed black and white stills,
shot from above, of a recumbent body, mostly hidden
among sheets, moving through what would appear to be
an uneasy sleep. “Sally go round, round and around,” one
would hear, the voice itself going round and round, while
the images projett a related notion of movement, but

translated into a sequential form of stillness.

The double-exposure of the photographs lends the
images themselves a kind of density that is contradicted
by the translucency of the components of those images.
One senses that this is a work about memory even with-
out being told that the photographs were taken a number
of years ago, and that the body glimpsed in them - like
the voice that enters us as we look - is that of the artist.

Should we then take Oppenheim’s work as autobio-
graphical? Only in the broadest sense. But when I asked
her whether she had any special background in music as

Kristin Oppenheim

Solly, 1995,

video and sound installation.
Courtesy of 303 Gallery.

Sally, 1995,

Cortesia de la Galeria 303.

well as art, her response went in a different direction
than I'd expected.

When she was in her early 20s in San Francisco, she said,
she had been drawn into the punk music scene by a
boyfriend who was a musician and had a band. She
remembers this period of her life as one in which she was
intensely lost, a scary and self-destructive time. She
remarks that she still works with songs that she got to
know in that period, but more surprisingly, to me, also
says that the work she is making now is closely tied to
the emotional climate of those years. And I think, yes,

I can hear that, for while the singsong voice of her work
is soothing and sweet, it is also very sad, and more than
that, vaguely frightening, because it sings the possibility
of the loss of the boundaries of the self.

instalacion de sonido y video.
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To enter into Kerry James Marshall’s orbit, with his large history paintings
of 20th century African-American life, can be an intimidating, treacherous proposition.
The winds scattering his sprawling compositions swirl around viciously, threatening
to throw his complex narratives out of the canvas - and the viewer off balance.
There is something grandiose about Marshall’s embrace of the great tradition, a pride that
may be repellent but, here, is completely seductive.

Ingresar a la 6rbita de Kerry James Marshall, con sus pinturas histéricas de la vida africano-norteamericana
del siglo XX, puede ser una invitacion intimidante e incierta. Los vientos que dispersan sus composiciones expansivas
circulan con brio, amenazando con botar sus complejas narrativas fuera del lienzo y con desestabilizar al espectador.
Hay algo grandioso en la forma en la que Marshall acoge la gran tradicién, un orgullo gue puede ser repelente
pero que aqui resulta completamente seductor.
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Entering Marshall’s claustrophobic studio is similarly
daunting. Stacks of musty art history books lay open to
display early Renaissance masterpieces amidst news clip-
pings about gang warfare. The walls and tables are cov-
ered with scraps of the glut of American culture: Boy
Scout manuals, corny knickknacks, sithouettes of Martin
Luther King and JFK. Reference books on Egyptian hiero-
glyphics are heaped among catalogues of contemporary
art while a trgatise on the Black Panther movement sits

n’po-mo-theoh ttered with M Ls"oln
S::shots v g ﬁr‘Sal es. The mnK

mation seems to provide Marshall with an overabundance

b matter fi wihi oose, filk is
X e s pd nnake anvasgs with a [

dripsénd glops, decorative graphics, and Pop-like texts

along with stVfized figuration. Like David Salle or Sigmar
r\ Qe' mixgs animat es il Hrder to worry the frayed
es ing i t

r
PS5
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pairting itself, ike tfle ‘80s projects of his
precursors, every borrowing is carefully measured and
sworn to the service of content.
Finding a content has never been a problem for Marshall.
After describing his experience - early years in Alabama
“the degs andthe-firehoses”),~a move, to Watts 96
@s 968‘;\2 to the Y ev@rk for a spelly riow

living in a black middle class neighborhood on Chicago's

southside near some housing projects - Matshall just
looks oﬂher reco%nm timeiwhen t}%m
used hisjunior high schootl parking 16t as a stag T

for an assault on the Blagk Panthers, he just looks at you.
g compulsion to paint rrams nes ﬁ wiénigl
h the hi of history pain gSinj 'ngmi

African-American experience seems self-explanatory.
These paintings have a contemporary urgency, but are
neither didactic nor simply topical. Marshall’s best work
makes recent events into emblems, often exemplary and
instructive, crystallizations of chaotic reality, similar in
effect to Géricault's Raft of the Medusa, Goya's The Third
of May, or Delacroix’s Liberty Leading the People. This his-
toricizing comprises both specific incidents and a more
general zeitgeist, often operating from folk tales that
chasten and instruct while passing on crucial information
about heritage.

Marshall’s drive to paint big subjects on a big scale
dates from his childhood. He remembers the satisfaction
of being rewarded for good behavior at a Catholic school
in Alabama. His teacher, a nun, allowed pupils to browse
through her collection of reproductions of great master-
works from Europe. These religious works must have
imprinted on the child the power of pictorial spectacle.
Marshall recalls that he was enthralled with abstract col-

Es igualmente inquietante adentrarse al taller claustrofdbico
de Marshall. Pilas de libros mohosos sobre historia del arte yacen
abiertos mostrando obras maestras del Renacimiento temprano
en medio de recortes de prensa acerca de guerras pandilleras.
Los muros y las mesas estan cubiertos con desperdicios de la
prédiga cultura norteamericana: manuales de los Nifios
Exploradores, baratijas triviales, siluetas de Martin Luther King y
de JFK. Libros de consulta sobre jeroglificos egipcios se amonto-
nan en medio de catdlogos sobre arte contempordneo, mientras
que un tratado acerca del movimiento Panteras Negras reposa

encima de volimenes defteoria posmoderna salpicados con fotos B
de personmﬁ c !eéna por el pr(;f‘d I.C e n
a copiosd infor 6n c ti arshall cof una atil t

sobreabundante de la que escoger, que llena sus lienzos sin

bastid6r, jantes a bafideras, en una mezcolanzd de lag®cho-
rreadgras i@ste del fisi i z(Abstra o, griicosv e
decorativos yite al esifto Hop, t© un! unafguracion ]

estilizada. Como David Salle o Sigmar Polke, él mezcla y empalma
hasta inquietar los limites deshilachados de la pintura misma,
pero a diferencia de los proyectos de sus colegas de los ochenta,
cada préstamo esta cuidadosamente medido y puesto al servicio
del contenido.
Encontrar un contenido nunca ha sido un problema para
Marshall. Luego de describir su experiencia - los anos tempranos
en Alabama (“los perros y las mangueras para incendios”), el
traslado a Watts en 1963 (revueltas en 1968), luego el YMCA en
or una tempbrada,
e ¢la:

Después de relatar eamo la policia utilizé el estacionamiento de

ueva Yor u vida actual en un vecindario
e ﬁos xa“edia al sur ide Chicago gerca o e fi—v -I e k
cio viviendas unitarias 4 Marshall si ménté ta mira. !
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ra inyectandola con la experiencia africano-norteamericana, se
explica sold.

Marshall convierte los eventos recientes en emblemas; en crista-
lizaciones, frecuentemente ejemplares e instructivas, de la
realidad caética, con un efecto semejante al de la Balsa de la
Medusa de Géricault, el Tres de Mayo de Goya o a La Libertad
guiando el Pueblo de Delacroix. Esta historizacidn abarca tanto
los incidentes especificos, como a un zeitgeist mds general, y,
con frecuencia, opera a partir de cuentos verndculos que
corrigen o instruyen a la vez que trasmiten la informacién
crucial sobre un legado.

El empefio de Marshall por pintar grandes temas en una gran
escala proviene de su infancia. El recuerda la satisfaccion de
haber sido premiado por su buen comportamiento en una escuela
catélica en Alabama. Su profesora, una monja, permitia a los
alumnos curiosear su coleccién de reproducciones de grandes
obras maestras europeas. El poder del espectdculo pictérico de
estas obras religiosas debié haber causado un fuerte impacto
sobre el joven.

Marshall recuerda que el collage abstracto lo cautivé cuando
estudiaba en el Otis Art Institute en Los Angeles, y que le
atraian las explosivas composiciones del Cubismo. Mas tarde ini-
ci6 su bisqueda destinada a atiborrar la imagen con todo el con-
tenido desechado por el este movimiento. Tipica de su obra
reciente, Nifios Perdidos, es una narrativa laxa donde aparecen

Qst S pint—h}as t}ngn ﬁlurﬁiia contemporénez@ son -I a
i cticas ni simpls testematicas. La mejor'abfa
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varios jévenes negros en un paisaje plano; uno de ellos esta
sentado con una mirada acusadora y totalmente malvada junto
a un automoévil de carreras extravagantemente engalanado,
como esos caballitos de feria que se encuentran frente a las vie-
jas tiendas de viveres. Otro joven sostiene una pistola de agua.
Este lienzo, de 2,45 por 3 metros, es la culminacién de una
serie de retratos mas pequenos que Marshall hizo de jévenes
asesinados por pandilleros o muertos como resultado de otras
formas de violencia urbana. En el lienzo grande, los nombres y
las fechas de nacimiento y muerte de los sujetos en cuestién

estdn inscriptos entimentalmente juffto a sus reptesentaciones.
e VP ﬁ}: imaﬁdeljoven ?‘n la Pisgola de a@
e%efieré atin i e currido cuandodfa poli a un

nino, un nifio desamparado, que sujetaba una pistola

crystallizall

de la clase media negra por parte de la cultura norteamericana.
En La Gran Norteamérica, unos negros en procura de diversidn
estan acomodados ociosamente en un carruaje de carnaval a
punto de ingresar a un tunel donde unos espantosos blancos
estdn al acecho. Cerca, un “wow” blanco se inscribe en un esta-
llido de pintura rojo sangre. Aqui, una simple forma moderna
de regocijo evoca maliciosamente la trata de esclavos. En una
nueva serie de “exploradores”, Marshall regresa al formato del
retrato, representando a una juventud negra genérica vestida

duras de la violencia de las caricaturas, o algiin otro estallido

publicitdtio, v son usados para mofarse de las virtudes/e ideales
ﬁesa%s pto sitte@‘de .cachorros” o “ninas xploP
ras”fa la ¥ez’que enfafs | tapgsicion irénica de

L
juventud negra, representada por lo general en medio de la des-

oldci6n ufbana, chn log idealed liberales de la clase medfa blan-
r e g e méude é a@‘t
suscintanient a ixoria. Bn/in panora a plin,.dos

nifias que estin acampando se acurrucan cerca de una carpa
levantada en un terreno baldio, junto a una bolsa pldstica y a
unos viejos muebles desperdigades. Una cinta festiva con pala-
bras relativas a contratos inmoviliarios se enrosca alrededor de
un arbol. Las nifias son intrusas en este falso idealismo, aunque
encima de ellas unas letras de bloque grande desafian el dere-
cho de desalojarlas que supuestamente tendrian los propietarios
del terreno: “Aqui estoy yo”. Marshall representa las
discrepancias que existen entre la retérica feliz de la casa, del
hogar y de la patria.

Por medio del color intenso y de los tropos pictéricos, alta-
mente dramaticos, Marshall estd desarrollando un programa
iconogréafico que apunta hacia una verdadera completud
medieval. En ciertos lugares, su estilo remeda las pinturas reli-
giosas del Renacimiento temprano - la perspectiva rigida, los
pliegues ondulantes colmados de palabras divinas, los chorros
de lineas doradas que definen tanto un halo como un atardecer
- a la vez que participa de la creacién de un simbolismo con-
temporaneo. Como los personajes de una Anunciacién de Fra
Anggélico, las figuras negras de Marshall son estoicas, graves y
genéricas. Estdn pintadas en un no-color: el negro; y no con las
sutiles variaciones de marrones, rojos y violetas del realismo.
Cada vez mas, los rostros pintados por Marshall tienen las carac-
teristicas anatémicas del africano-norteamericano, pero sin pre-

emio
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lage when he was at Otis Art Institute in Los Angeles, and
drawn to the explosive compositions of Cubism. Later he
began his quest to cram all of the content jettisoned by
Cubism back into the picture. Typical of his recent work,
Lost Boys is @ loose narrative with several black vouths
hanging around a flattened landscape, one sitting with
an accusing and completely evil leer on his face, abreast
a souped-up, bizarre race car version of those carnival
horse rides that sigin front of old grocery stores. Another

midatiofefl i smgller portraits

Marshall had made of youths killed by gang and other
as, the names, birth and

r iolence. In thesbi
Oe thidatey of the s ts are sentimentally penned

near their representations. For Marshall, the image of the
child with the water pistol refers to an incident

when the police killed a child brandishing a toy gun, a
latch-key kid.

In other works, Marshall delves into the ambiguous
acceptance by American culture of a black middle class.
In Great America, black pleasure seekers lounge blandly in

Scarm’val vessel, about to enter a tunnel in which white

pooks” offer a scare. Nearby, a white “wow” is written
in a blood-red advert-"burst” of paint. Here, a simple
doubles back to viciously
s of “scouts,”
at, depicting generic

goodness, their faces surrounded by honorif-
se ways of light can also be read as splashes
of cartoon violence, or another advertising burst, taunt-
ing the goodness of the ideals expressed by these sys-
tems of “(Cub)” or “(Girl)” Scouts, while emphasizing the
ironic juxtaposition of black youth, usually depicted in
urban desolation, with the liberal ideals of the white mid-
dle class. Marshall's portrait of a Brownie succinctly illus-
trates this irony, and in a larger panorama, two Camp Fire
Girls huddle around a tent which seems to have been
pitched in an empty lot, with a plastic grocery bag and
old furniture lying about. A festive ribbon wraps around a
tree, with words that refer to real estate contracts. The
girls are squatters in this false idealism, but large block-
like letters above them defy the rights of the landowners
to evict them: “Here I Am.” Marshall presents the
discrepancies between the happy rhetorics of house,
home and country.

Amongst all of the intense color and highly dramatic
painterly tropes, Marshall is developing an iconographic
program that aims for truly Medieval completeness. His
style in places mimics early Renaissance religious paint-
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Kerry James Marshall

Campfire Girls, 1955,

acrylic on canvas, 104 x 114 in,
Courresy of Koplin Gallery,
Collection of Mr. and Mrs. Anderson.

Chicas de Campamento, 1395,
aerflico sobre tela, 2,60 x 2,85 m.
Cortesia de la Galeria Koplin.
Coleccion del §1. y la Sta, Anderson,

ings - the stilted perspective, the furling drapery filled
with divine Words, the spurting golden lines that define a
halo as well as a sunset - while participating in the cre-
ation of a contemporary symbolism. Like figures in a Fra
Angelico Annunciation, Marshall’s black figures are stoic,
grave and generic. They are painted in the non-color:
black, not the subtle variations of browns, reds and pur-
ples of realism. More and more, Marshall’s painted faces
have the anatomical characteristics of the African-
American, but bear no expression; staring out or off,
merely participating in the symbolic world that encom-
passes them. Marshall’s motive seems to be to universal-
ize black experience, instead of participating in its mar-
ginalization. Like all good history painters, he successful-
ly expands the specific experiences of a few individuals
into the generalized landscape of shared narrative.

In a series of paintings ostensibly about local housing
projects, Marshall renders the Chicago Housing Authority
(CHA) logo seen on identifying, welcoming signs.
Pronouncing the utopic pretensions underlying such
appellations as Rockwell Gardens, Wentworth Gardens,
Altgeldt Gardens and Stateway Gardens, the logo presents
a handshake underneath a beaming medieval-like sun,
which Marshall mimics in the landscaped sun in the dis-
tance behind these grim low- and high-rise projects. In
Many Mansions, a bevy of black men, wearing white
shirts, black ties and black suit pants - the symbolic

sentar expresion alguna; miran a la lejania, participando apenas
del mundo simbélico que los rodea. Marshall parece motivado
por el desec de universalizar la experiencia negra, en lugar de
participar en su marginalizacién. Como todos los buenos pintores
de temas historicos, él proyecta, con éxito, las experiencias
especificas de unos pocos individuos al paisaje general de las
narrativas compartidas.

En una serie de pinturas que tratan ostensiblemente de proyec-
tos de viviendas comunitarias, Marshall representa el logotipo de
la Chicago Housing Authority (CHA) [Departamento de Vivienda
de Chicago] tal como se ve en los avisos de identificacion y de
bienvenida. Acentuando las pretensiones utopicas latentes en
nombres tales como Jardines Rockwell, Jardines Wentworth,
Jardines Altgeldt y Jardines Stateway, el logo muestra un
apretén de manos debajo de un sol resplandeciente al estilo
medieval, que Marshall mimetiza con el sol del paisaje, al fondo
de estos siniestros proyectos de bajo - y alto - nivel. En Muchas
Mansiones un grupo de hombres negros, vestidos de camisa blan-
ca, corhata negra y pantalones negros - el atuendo simbélico del
trabajador de Derechos Civiles en los sesenta - se asoma a un
jardin de flores pisoteadas, en medio de canastos de Pascua
como los comprados en un almacén. Una frase biblica modifica-
da, “En la casa de mi Madre hay muchas mansiones”, inscripta en
una cinta roja, se sacude encima de una nube amarilla y de las
letras rojas: "IL 2-22", la nomenclatura gubernamental para el
lugar. “IL-26” se asienta en la esquina izquierda de C.H.LA.,
mientras que un mascota de la Chia amplia las estadisticas de los
habitantes de los Jardines Rockwell representados: cuantos hom-
bres y mujeres, cudntos desempleados, etc. “IL 2-8” corresponde
a los Jardines Wentworth. Los pajaros azules de la felicidad
revolotean en un atardecer medieval; una mancha azul goteante
atraviesa un edificio de departamentos de ladrillo de dos pisos,
cuidadosamente pintado. Un torrente de flores blancas, pintadas
con plantilla, gotea sobre el aviso oficial de la CHA. Una pareja
de negros se pasea por la acera, abrazados cruzan un estandarte
que anuncia: “Mejores Hogares, Mejores Jardines”. Sus miradas
silenciosas completan la colisién entre la visién utépica de la
revista HG [Hogares y Jardines] de la clase media alta y las miles
de personas que ambiguamente anhelan esa utopia.

Los mejores cuentos de Marshall son los mas inquietantes. No
agregan mucho, o agregan demasiado. En medio de la seduccién
que ejercen a través de las imdgenes, del color y del disefio, estd
también el atractivo del oscuro y espeluznante subsuelo de la
historia: la confluencia de la esclavitud y el racismo, la
exotizacion de la raza negra, las complicidades del poder y los
estremecimientos del peligro urbano. Estas contradicciones
concentradas son las que te empujan hacia una vertiginosa
voragine, trastornando tu equilibrio. Un caos calculado te
impide alejarte de estas imdgenes sintiendo apenas un agravio
moral o el espiritu cargado. El te estd atrayendo al mismo
tiempo hacia las guaridas de placeres mas oscuros.

Estos desparramados pastiches de la cultura norteamericana

son un soplo bienvenido de exuberancia sobre semejantes orillas
de cinismo, Incitindonos a escuchar, atentamente, a nuestra
propia historia y a participar en el desarrollo de un simbolismo
contemporaneo tan poderoso como el Medieval, las pinturas
historicas de Marshall nos desafian a rebasar la habilidad de
nuestra sociedad para crear nuestras propias historias v a
apreciar las de él.

Traducido por Carolina Ponce de Ledn.
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Kerry James Marshall

Better Homes Better Gordens, 1994,

acrylic and collage on canvas, 100 x 144 in,
Courtesy of Jack Shainman.

Collection of the Denver Art Museum.

Mejores Hogares Mejores Jardines, 1994,
acrilico y coliage sobre tela, 2,5 x 3,6 m.
Cortesia de Jack Shainman.

Coleccion del Denver Art Museum.

1)  Kerry James Marshall

Scout (Cub), 1995,

acrylic and collage on canvas mounted on panel.
33 x33in,

Courtesy of Jack Shainman.

Coltection of Susan and Lewis Manilow.

Explorador (Cachorro), 1995,

acrilico y collage sobre tela montado en un panel,
82,5 x 82,5 c.

Cortesia de Jack Shainman.

Coleccion de Susan y Lewis Manitow.

attire of the ‘60s Civil Rights worker - toil over a garden
of drippy stamped-on flowers, amongst store-bought
Easter baskets. A revised biblical phrase “Among my
Mother’s house there are many mansions,” enshrined on a
red ribbon, shudders over a yellow cloud and the red let-
ters: “IL 2-22," the site’s governmental assignation. “IL-
26" sits in the lower left-hand corner of C.H.I.A., while a
Chia pet grows the statistics of the depicted Rockwell
Gardens inhabitants: how many men, women, how many
unemployed, etc. “IL 2-8" is Wentworth Gardens. The
bluebirds of happiness fly around a medieval sunset, a
drippy blue blotch cuts across the carefully rendered two-
story brick apartment complex, and a torrent of white
stenciled flowers drip loopily into the CHA official sign.

A black couple stroll down the sidewalk, entwined with
each other and passing over a banner spouting: “Better
Homes, Better Gardens.” Their quiet stares complete the
collision between the upper middle class magazine HG's
utopic vision, and the millions who ambiguously yearn for
that utopia.

Marshall’s best stories are his most unsettling. They
don’t quite add up, or they add up too much. Within his
seduction through pictures, color and pattern is the allure
of the dark and lurid underbelly of history: the co-depen-
dence of slavery and racism, the exoticizing of the black
race, the complicities of power and the thrills of urban
danger. This clenched contradiction is what shoves you
into the whirling vortex, upsetting your balance.

A calculated chaos prevents you from wandering away
from these pictures with only moral outrage or a charged
spirit. He simultaneously lures you into the dens of
darker pleasures.

These sprawls of pastiched Americana are a welcome
breath of exuberance on such cynical shores. Compelling
us to listen raptly to our own history, to participate in
the development of a contemporary symbolism as potent
as a Medieval one, Marshall’s history paintings challenge
us to wrap around our society’s ability to create our own
stories and to appreciate his.

Kerry James Marshall

tany Mansions, 1994

acrylic on paper mounted on canvas, 114 x 135 in.

Courtesy of Jack Shainman. Collection of the Art Institute of Chicago,
Max V. Kohnstamm Fund, 1995.

Muchas Mansiones, 1994,

acrilico sobre papel montado sobre tela, 2,85 x 3,37 m.

Cortesia de Jack Shainman. Coleccion del Art Institute de Chicago,
Fondo Max V. Kohnstamm, 1995,
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I may not know many of the “issues” surrounding the recent emergence of Kcho,
a Cuban artist living and working in Havana and his work, but I can guess them.

onallt his use of organic materials like

' ubject matter, including boats,
semblematic of the recent Cuban

e is barely 26); his precipitous
dent to a regular on the inter-

3 his recent representation by a
lleries in the U.S. and in Europe -
tonverges under the rubric of
Based” art. Since all art can and

I dismiss the notion of “political
rder to dismiss the “identity”
glient use as a more polite word for
“@8nder and/or ethnicity, has often
Hat border on stereotypes. My main
blem with so- called issues of identity is that they con-
ftrate less on where artists come from than on where
hre as receivers in relation to them. From my own
RErience as a cultural tourist and an organizer of
onally-based exhibitions, I have learned that contem-
ry cultural overviews of geographic regions or indi-

de Kcho, pero puedo adivinarlos.

Su nacionalidad cubana; su uso de materiales organicos como
palos y ramas; su tematica, que incluye botes, remos y otros
objetos emblematicos de las recientes evacuaciones cubanas; su
juventud (tiene apenas 26 anos); su precipitado ascenso, de
estudiante precoz a namero puesto en el circuito internacional
de bienales; el ser representado por un puiado de galerias muy
conocidas en los Estados Unidos y Europa; todo esto conforma
un molde que converge en el mote de arte “politico” o vincula-
do a la “cuestion de la identidad”. Considerando que todo arte
es idealmente susceptible de ser politizado, lo que de hecho
sucede, me permito descartar la nocién de “arte politico” por
simplista. Mds dificil es descartar el mote de “arte vinculado a
la cuestién de la identidad”, pese a que el uso frecuente de esta
palabra “amable” para referirse a la clasificacién por raza,
género y/o étnia ha conducido a menudo a generalizaciones
que lindan con los estereotipos. Mi problema principal con la
llamada "problematica de la identidad” es que estas cuestiones
se suelen concentrar menos en el lugar de origen de los artistas
gue en nuestra posicién como receptores en relacién a ellos. De
mi propia experiencia como turista cultural y como organizado-
ra de exhibiciones regionales, he aprendido que los panoramas
culturales contemporaneos de regiones geogréficas o de paises
individuales hablan con mds elocuencia de las proclividades cul-
turales de los presentadores que de las de los presentados.

Pese a que su nombre legal es Alexis Leiva, el sobrenombre
Kcho (manojo) lo acomparia desde hace mas tiempo del que él
pueda recordar. Naci6 en La Habana en 1970 y todavia vive y
trabaja allf. Mucho de lo que sé sobre su arte lo sé a partir de

vidual countries speak more eloquently about the cultural
proclivities of the presenters than of the presented.

Most of what I know about Kcho I know from a pair of big
drawings he made as part of a series of works that play
on the image of Vladimir Tatlin’s model for his Monument
to the Third International. Over the past few months I
have had the chance to ponder one of these at some
length, as it has recently joined the collection of The
Museum of Modern Art. A mass of tough but graceful,
swirling charcoal lines kept under control by the structure
of the tower, Kcho’s Monument is crowned by what is eas-
ily recognized as a filter heavy with ground coffee. The
work is called A Las Ojos de la Historia (In the Eyes of
History) and is one of 2 drawings, a print edition of 25
and a sculpture of the same title.

Kcho is hardly the first artist to have adopted the
motif of Tatlin’s tower - Alice Aycock is one obvious
example - and will probably not be the last. A compelling
graphic image, as well as one heavy with symbolism, the

posible que desconozca muchos de los “asuntos” que rodean el reciente surgimiento

un par de grandes dibujos que hizo como parte de una serie de
obras que juegan con la imagen del modelo de Vliadimir Tatlin
para su Monumento a la Tercera Internacional. En el transcurso
de los ultimos meses he tenido la oportunidad de examinar uno
de ellos con cierta extensién, ya que ha sido incorporado
recientemente a la coleccién del Museo de Arte Moderno de
Nueva York. Una masa de arremolinadas lineas de carbonilla,
vigorosas pero agraciadas, mantenidas bajo control por la
estructura de la torre, el Monumento de Kcho esta coronado por
algo facilmente reconocible como un filtro lleno de café molido.
La obra se lama A los Ojos de la Historia. Junto a los dos dibu-
jos, un grabadoe en edicién de 25 copias y una escultura carac-
terizan al Monumento de Tatlin como una cafetera. Todas las
obras comparten el mismo titulo.

Kcho no es para nada el primer artista en adoptar la torre
de Tatlin como motivo - Alice Aycock es un obvio ejemplo - y
probablemente no sea el ltimo. Una imagen tan contundente-
mente grdfica como cargada de simbolismo, el original espacio
Monumento a la Tercera Internacional fue comisionado por el
Departamento de Bellas Artes del Gobierno Revolucionario de la
Unién Soviética en 1919 para ser erigido en el centro de Moscu.
Originalmente planeado para soportar dos veces el peso del
Empire State Building, los materiales a utilizar en su construc-
cion iban a ser hierro y vidrio. Materiales modernos, moder-
nistas, y casi imposibles de encontrar en la Unién Soviética en
esos afios de guerra civil. Tatlin disefié la estructura como un
tour-de-force tanto de ingenieria como de imaginacidn artistica
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original Monument to the Third Intern
sioned by the Department of Fine Ar
Revolutionary government of the So
be erected in the center of Moscow. 0
stand twice the height of the Empire
materials were to be iron and glass -
and almost impossible to find in the :
those years of civil war. Tatlin designed the structure to
be a tour-de-force both of engineering and artistic imagi-
nation at the service of the people. Three revolving floors
were to house meeting halls, reading rooms, and even a
radio station. Not surprisingly, the Monument was never
built. A photograph of a wood and wire model has
endured though, and through this, the Monument to the
Third International has become an icon of Tatlin's
functionalist beliefs, the Russian Constructivist aesthetic,
and more generally, the Utopian spirit of culture

in revolution.

Kcho only saw reproductions of Tatlin’s Monument in
1992, although he has said that he remembers hearing
about Russian Constructivism at the Academy in Havana.
Shortly after seeing these reproductions while traveling

al servicio del pueblo. Tres pisos giratorios albergarian salas de
reunion, cuartos de lectura e inclusive una estacién de radio.
No es sorprendente que el monumento nunca haya sido con-
struido. Sin embargo, una fotografia de un modelo de alambre y
madera ha perdurado, y por su intermedio, el Monumento a la

i ternacional se ha convertido en un icono de las creen-
ionalistas de Tatlin, de la estética del Constructivismo
en general, del espiritu de lo utépico en la cultura de la

solamente vié reproducciones del Monumento de
1992, pese a que dice recordar haber oido sobre el
ivismo Ruso en la Academia de La Habana. Poco

e ver esas reproducciones, durante un viaje por
omenzo a trabajar con el motivo en grabados, dibujos

mo lo admite, arrastrado a la estética de lo utili-
atlin, al vigor de la idea de un arte al servicio de la
vida cotidiana. Mds crucialmente, él recalca, fue atraido por
esta expresion artistica del suefio de la Gran Utopia (1).

Con esto no quiero decir que los Monumentos de Kcho sean
solo homenajes carentes de critica. Muy por el contrario, Kcho
ha reparado por supuesto en la ironfa del hecho de que, mas
alld del grito de Tatlin “{Arte en la vida!”, su torre nunca se
materializé en la realidad, pero perduré en cambio como un
simbolo de todo lo que es visionario y progresista, La versién
escultérica de Kcho es un ejemplo de un uso irdnicamente “fun-
cional” de ramas y palos. Estos materiales, tan cercanos a los
que Tatlin usé originalmente para su modelo, sélo pueden

in Europe, he began working with the motif in prints,
‘drawings, and in a huge sculpture that, constructed out
| of leafy branches woven and tied together with iron wire,

stands over eight feet tall. He was, by his own admission,
drawn to Tatlin's aesthetics of usefulness, the vigor of the
idea of art in the service of everyday life. Most important-

“ly, he recalls, he was drawn to this artistic expression of

the dream of The Great Utopia.(1)

This is not to say that Kcho's Monuments are all
homage and no critique. Quite to the contrary. Kcho has
of course picked up on the irony of the fact that - despite
Tatlin’s cry of “Art into Life!” - his tower never made it to

the reality stage but endured as a symbol of all that is
visionary and progressive. Kcho's sculptural version is an
example of a mockingly “functional” use of branches and
sticks. These materials, so close to those Tatlin originally
used for his model, can only remind us that after 75 years
of progress we are still reduced to building our Utopian
projects out of ephemera.

sirva como un recurso para la poblacién: jCafé para todos!

En este acto de distanciamiento por medio de una
apropiacién impertinente, el monumento de Kcho tiene algo de
los ready-mades “asistidos” de Duchamp. Tan vulnerable como el
Ready- Made Infeliz, un libro de matematicas colgado fuera de
una ventana para ser destruido por los elementos, 4 los Ojos de
la Historia también evoca otro Duchamp, Molinillo de Chocolate,
un dibujo cuidadosamente ejecutado en 1914 que absurdamente
loa una magquinita tonta tanto en virtud de su calidad de obra
de arte como de onanista juguete sexual. En espiritu, sin
embargo, A los Ojos... podria compartir mds el humoristico disi-
mulo de los Retratos Maquina de Picabia, producidos esporddica-
mente hacia fines de la primera década del siglo y el comienzo
de la sequnda. Ya se trate de representar a Alfred Stieglitz como
una cdmara (rota), enfocada en la palabra Utopia, o a la mujer
del artista, Gabrielle Buffet-Picabia, como una vela de nave-
gacién, Picabia se las ingeni6 para convertir a cada uno de sus
agregados de cremalleras, ruedas, lentes y tornillos en el equiv-
alente mecdnico de una esencia humana. Quizis se trate de la
inclinacion de la torre, que parece estar devolviéndole una larga
mirada a quienes la observan, o quizas de los dos piés estélidos
hechos de palos de apariencia vulnerable, pero hay algo
innegablemente antropomorfico en las torres de Kcho, algo
humano, vulnerable y, si, personal, que conjura al retratismo.
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made sure that his structure too serves as a resource
to the general population - in lieu of news - coffee for
all comers!

In this feat of distancing, through impertinent appro-
priation, Kcho's monument has the ironic humor of one of
Duchamp’s “assisted” Ready-Mades. As vulnerable as the
Unhappy Ready-Made, a mathematics book hung out a
window to be destroyed by the elements, A Las Ojos de la
Historia also recalls Duchamp’s Chocolate Grinder, a care-
fully rendered drawing of 1914 that absurdly lauds a silly
little machine as both a work of art and an onanistic sex
toy. In spirit, however, A Las Ojos might share more with
Picabia’s sly and satirical “machine portraits” produced
sporadically in the late teens and early twenties. Whether
it was Alfred Stieglitz as a (broken) camera focused on
the word Utopia, or the artist’s wife Gabrielle Buffet-
Picabia as a windscreen, Picabia managed to make of each
of his aggregations of cogs, wheels, lens and screws, the
mechanical equivalent of a human essence. Maybe
because the pitch of the tower makes it seem to be taking
a long look back at those who look at it, maybe it’s the
two stolid feet built wobbly-looking sticks, but there is

Si A los Ojos de la Historia puede ser considerado una suerte de
retrato, se trataria de un retrato que cambia constantemente,
reflejando como un espejo el parecido de cada persona que se le
para enfrente con el fin de juzgarlo. Considerar al Monumento
en estos terminos nos permite encarar el problema de la identi-
dad panopticamente; en otras palabras, de un modo tal que per-
mita reconocer que los ojos de la historia nos miran desde todos
lados. ;Quién juzga a la torre de Tatlin, y, en iltima instancia, a
las expectativas utépicas del experimento Socialista? ;A la his-
toria de quién se refiere Kcho después de todo? Ciertamente a la
nuestra, o sea, quizas a la de los que han llegado a la con-
clusién de que el Socialismo, o la Utopia, no tienen un lugar en
la vida, o para el caso, en el arte. 0 quizas a la de eflos, los que
miraban llenos de sospecha a Tatlin y a aquellos como €l
inmediatamente después de terminados los planes para el
Monumento; o sea, los propugnadores del Realismo Socialista,
Nuestras risas tienen el terrorifico y cinico eco de los sequidores
de esa doctrina. Mas interesante es el hecho de que la historia
de Kcho, la de un artista, un cubano, un hombre joven en un
mundo post-soviético, estd tambien representada por, o en, la
torre. No hay duda de que el punto urticante del mensaje de
Kcho es que su obra parece implicar que, ante la historia, el
Monumento de Tatlin - léase el socialismo utépico, el arte trans-
forméndose en la vida - es tan banal como una cafetera que ni
siquiera es eléctrica. Pero hay algo en la delicadeza de la rama
que recuerda a una garbosa plumita, o a esa bandera sobre una
ciudadela desafiante que es visible en los grabados, dibujos y
esculturas de Kcho, y que parece estar indicando perseverancia
frente a adversidades formidables, fé después del desencanto, y
humanidad por sobre el progreso tecnoldgico. Utilizado como un
sfmbolo que tal vez no haya existido sino en un suefio, el mo-

something undeniably anthropomorphic in aspect about
Kcho's towers, something so human and vulnerable
that it too has the air of a portrait, although not of a
specific individual.

If A Las Ojos de la Historia can be considered a kind of
portrait, its subject would be one that constantly
changes, the monument reflecting like a mirror the like-
ness of everyone who stands in judgment of it.
Considering this loaded image in this fashion allows us to
deal with the problem of identity panoptically - in other
words, in a way in that acknowledges that the eyes of his-
tory are gazing from all points. Who judges Tatlin’s tower
and ultimately, the Utopian expectations of the Socialist
experiment? Whose history, after all, is Kcho referring to?
Certainly ours, meaning perhaps those who have come to
the conclusion that Socialism and Utopia have no place in
life or for that matter, in art. Interestingly, also, probably
theirs, by whom I refer to those who looked askance at
Tatlin and his ilk shortly after the completion of the plans
for the Monument—that is, the proponents of Socialist
Realism. Most importantly perhaps, it is Kcho's history -
that of an artist, a Cuban, a young man in a post-Soviet

numento de Kcho estd sorprendentemente libre del tufo del ci-
nismo, por lo menos desde el angulo del artista. Tal como el
mismo artista, la torre de 4 los Ojos de la Historia es humilde
pero ambiciosa, ir6nica pero llena de esperanza. Esto quizds
explique su encarnacion mas reciente: fue elegida para agraciar
una tarjeta navidena.

Iraducida por Nicolds Guagnini.
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Kcho

The Infinite Column I1, 1996,

wood and clamps,

156 x 120 x 907,

Courtesy Barbara Gladstone Gallery,
New York.

La Columna Infinita II, 1996,
tecnica mixta,

396,2 % 304 8 x 228,5 cm.
Cortesfa Barbara Gladstone Gallery,

Nueva York.
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world which is also represented by, or in the tower. There
is no doubt a critical sting in K'cho’s message that to his-
tory, Tatlin's Monument - read Utopian Socialism, Art into
Life - is as banal as a coffee maker (and not even an elec-
tric one). But there is something in the delicacy of the
branch that resembles a jaunty little feather, or a flag
atop a defiant citadel that is visible in Kcho's prints,
drawings, and sculpture, that bespeaks perseverance in
the face of formidable odds, belief after disenchantment,
and humanity over technological progress. Used as a sym-
bol of something that perhaps never existed except in a
dream, Kcho's Monument is, at least from one angle -
that of the artist - surprisingly free of the stink of cyni-
cism. Not unlike Kcho himself, the tower in A Las Ojos de Keho
la Historia is unpretentious but ambitious, ironic, but full
of hope. This perhaps explains its latest incarnation - it
has been chosen to grace the front of a Christmas card.

Always it was Green, 1931-92,
tempera and chalk on paper, dimensions variable.

Courtesy Barhara Gladstone Gallery, New York.

Siempre fue Verde, 1991-92,
tempera v tiza sobre papel. dimensiones variable,

Cortesfa Barbara Gladstone Gallery, Nueva York,

(1) The Great Uto (1) Lla Gran Utopia es el 104 < 105
name of the exhibition in titulo de la exhibicién en la
which Kcho first saw Tatlin's que Kcho vid por primera vez

work, including reproductions
of the Monument to the Third
International. ¥cho reported
this first sighting to me in 2
conversation we had in New
York in early February, and
also emphasized his attraction
to the “dream” aspect of

Tatlin's Monument.

la obra de Tatlin, incluyendo
las reproducciones del
Monumento a la Tercera
Internacional. Kcho me relatd
este primer contacto con la

obra en una conversacion que

tuvi en Nueva York a prin-
cipios de Febrero, en la que
tambien enfatizo su atraccion
por el aspecto “onirico” del

Monumento,.. de Tatlin,

Kcho

In the Eyes of History, 1992-93,
tempera and chalk on paper, 60.8 x 49.2 in.

Courtesy Studio Guenzani, Mitano.

A los Qjos de la Historia, 1992-93,
témpera y tiza sobre papel, 152 x 123 cm.

Cortesia Studio Guenzani, Mildn
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> visita de taller studio visit

Visitar el taller de José Antonio Herndndez-Diez puede significar muchas cosas.
Quizés también podria no significar nada en absoluto, ya que Hernandez-Diez no
posee un taller, no al menos en el sentido tradicional.

Podria significar simplemente realizar un paseo por la ciu-
dad a la que - como muy pocos artistas latinoamericanos
que hoy en dia reciben atencién en el escenario interna-
cional de las artes - decidié no renunciar: su ciudad
natal, Caracas. Tratdndose de un artista que no gusta de
hablar sobre su obra, una visita a su taller podria consis-
tir tan sélo en una conversacién entre amigos. Pero
quizds lo mds parecido a una visita de taller (o a su simu-
lacro) en el caso de Hernandez Diez, sea ir con él a los
muchos rincones en los gue su obra mds que estar siendo
hecha esté siendo fabricada, o compartir una sesién de
edicion de los videos que muchas veces han acompafiado
a su trabajo, o presenciar el montaje de una de sus obras.

EN CARACAS

El proceso de fabricacién de sus obras estd intima-
mente ligado a la ciudad. Y hay que decirlo de una vez:
quien no ha visitado Caracas, aquellos que alimenten la
ilusién de una experiencia telirica, experimentaran rapi-
damente una gran frustracion. Caracas es una ciudad
amorfa, una no man’s land, con autopistas que la parten
en dos y un transito automotor gue le da aspecto de
aparcamiento durante las horas pico. Para entender la
obra de este artista quizas no sea estrictamente indis-
pensable pasearse por las mismas calles por las que 6l
acostumbra andar, pero ésa experiencia nos dice mucho
acerca de hacia adénde apunta su trabajo. Esas calles
estan presentes en muchas de sus obras, como por ejem-
plo en In God We Trust I, 1991, que proyecta las imagenes
de los saqueos de 1989, durante los cuales los capitalinos
se alzaron en contra de las medidas econémicas neolibe-
rales impuestas por el gobierno y que marca el umbral
mas nitido del fin del divorcio existente hasta entonces
entre la produccién artistica local y un compromiso de
orden histdrico con el pais. En las calles de Caracas se
podrian encontrar puntualmente cada Jueves a las 3:00
de la tarde a los célebres “encapuchados” (esos estudian-
tes o no de la Universidad Central que cada semana se
enfrentan en choques de piedras y bombas molotov contra
la policia local) y a una Miss Universo trasvestida en la
figura politica mas popular del pais, paseandose triunfal-
mente el dia de las elecciones con un “liquiliqui” (traje
tipico venezolano de fibras organicas autéctonas) hecho
en seda de color rojo fosforescente, arrojando caramelos a
las multitudes que se agolpaban para saludarla, como lo
harfa cualquier reina de carnaval. Visitar a Hernandez-
Diez en su taller (en Caracas, durante un montaje o frente

a un televisor) lo obliga a uno a reflexionar acerca de las
dificultades en encontrar el origen que estructura su
trabajo. Monaguillo, integrante de un grupo de musica
industrial y de “Tradicién, Familia y Propiedad” (una
secta ultraderechista catdlica que fue acusada de secues-
trar adolescentes), fotégrafo, laboratorista,
patineteador, autodidacta desde los trece afios, adicto
televidente, generacién MTV, esquizofrénico o quizas tan
sélo autista, Herndndez-Diez acostumbra a confundir a
quienes se le acercan, de la misma manera en la que
suele confundir a quienes se acercan a su proceso de
produccién. Es uso y costumbre para quienes lo conoce-
mos escuchar de las metamorfosis de sus proyectos hasta
el momento final de su presentacién; y muchas veces el
resultado final acaba pareciéndose mds a la idea inicial
que a la que sonaba como mas acabada. ;Cémo es posi-
ble entonces que a pesar de todas estas inconsistencias
su trabajo posea un sello individual? ;Abrira alguna
posibilidad de desciframiento de su obra el hecho de
compartir con él cualquiera de estas facetas de su proce-
so creador?

FRENTE AL TELEVISOR

Uno podria plantearse una visita al taller de
Hernandez-Diez, en la busqueda de un asidero en esta
reshaladiza tarea, como lo harian los mass media: se
trataria de una especie de “detrds de las camaras” por el
que uno accederia a aquellas imagenes que, por alguna
razén, han quedado fuera de la edicion final. Una de las
cosas que es posible verificar en una hipotética sesion
de este tipo, es que las imdgenes desechadas no mues-
tran mucho més que lo que el artista ha decidido con-
servar. Uno de los motivos de esto es que mucho del
material de video que utiliza como matriz permanece
intacto a la hora de su presentacién: perros tomando
una siesta después de haber devorado una de las patine-
tas de chicharrén que forman parte de la obra La
Hermandad, 1994; el artista arrojando con una cuchara
aceite hirviendo a la patineta refrita que también forma-
ba parte de la misma obra; una caida de la patineta
durante el rodaje del video de una obra que reciente-
mente presentd en San Pablo; imagenes de un dedo con
unas ruedas de carro de juguete adheridas, parte de un
video que utiliz6 en esa serie reciente de trabajos pre-
sentados en Brasil y que constituyen su descarnada
vision de los fenémenos de la transculturizacion. Las
imagenes que este artista se encuentra utilizando
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> visita de taller studio visit

José Antonio Herndndez-Diex
Imdgenes desechadas de
videos realizados por el artista,
1994-95,

Video images not used by the
artist, 1994-95,

actualmente ya no son obtenidas a través de un proceso
de “apropiacion” como cuando sus obras se organizaban
por temas de interés (religién, ecologia o estremecimien-
to social). Se trata ahora de videos que tienen su propia
vida independientemente de los elementos asociados a
los que €l decide circunstancialmente ensamblarlos. Son
imdgenes que no llevan consigo ese signo de la tec-
nologia que es la fluida e inmediata accesibilidad de la
informacion. Se cierran sobre si mismas, como lo hace el
artista en su hermetismo verbal.

DURANTE UN MONTAJE

Recuerdo que una vez, durante los entretelones de
una exposicién colectiva que se estaba preparando en
Caracas en la cual Hernandez-Diez participaria, éste le
propuso al curador de la exposicién un proyecto que
obedecia a las caracteristicas de eso que algunos han lla-
mado un arte no sélo especifico sino ademas sensible al
espacio en el que es exhibido. El tenfa la oportunidad de
trabajar en un espacio que esta ocupado permanente-
mente por la obra de un artista, y entonces presenté un
proyecto que incorporaba la obra permanente a su propia
propuesta. Finalmente, el trabajo que Herndndez-Diez
present6 no tenia en absoluto rasgos del supuesto
proyecto original. ;Podremos hablar acaso de una obra
en la que el espacio de presentacién museografica sirve
también como taller? Es evidente, por su hermetismo,

por su bisqueda de elementos formales en donde otros
sélo encuentran posibilidades para el significado, incluso
por su particular vocacién por mirar con atencién lo que
otros tienen frente a sus propias narices sin ver (como lo
hizo con In God We Trust) y encontrar alli los elementos
que constituiran su obra, que la facultad de observar y
por lo tanto de situarse ante un espacio (de cualquier
tipo) es esencial en la elaboracién de su trabajo. Pero su
obra no es dnicamente un ejercicio visual. De hecho la
percepcién sin exclusiones de ningiin tipo es uno de los
elementos constantes de ésta. La obra de Hernandez-
Diez sugiere y/o actda el movimiento; acude al uso del
video que ha sido, histéricamente, un elemento de con-
tra-visualidad (la imagen devordndose a si misma); algu-
nas de sus “patinetas” estan realizadas con productos
comestibles; otras obras son activadas por medio de un
contacto fisico con el espectador; y atn existen las que
serfan impensables sin la intervencion del sonido. ;Qué
estaremos diciendo de especifico de esta obra si pen-
samos en las consecuencias que acarrea el que una parte
de ella sea producida no en un taller sino en un espacio
publico? ;Acaso podremos suponer que se trata de un
quebrantamiento del mitico aislamiento del artista?
Herndndez-Diez no parece necesitar del espacio para ais-
larse, pero no porque en verdad no lo necesite, sino
porque, por lo general, podria decirse que lo construye
fisica y mentalmente en donde le place.
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> visita de taller studio visit

A visit to José Antonio Hernandez-Diez’s studio can mean many things. It can also, perhaps, mean nothing at all, since
Hernandez-Diez does not have a studio, at least in the traditional sense.

It may simply mean a stroll through the
city which he - unlike many other Latin
American artists who today receive atten-
tion in the international arts scene - has
decided to not renounce: his native city,
Caracas. Since we are talking about an
artist who is not comfortable talking
about his work, a visit to his studio might
mean nothing more than a chat between
friends. Perhaps then, in the case of
Herndndez-Diez, the closest one can get
to a studio visit (or a simulacrum thereof)
is to go with him to the various places
where his work is being constructed
rather than being made, or share in an
editing session of the videos which have
often accompanied his work, or witness
the installation of one of his pieces.

IN CARACAS

The process involved in the construc-
tion of his pieces is intimately linked to
the city. Let's be clear on this: those who
have not visited Caracas, those who har-
bor the illusion of a telluric ‘experience,
will be quickly disappointed. Caracas is an
amorphous city, a no man’s land divided
by highways, with automobile traffic
that, in rush hour, makes it look like a
parking lot. To understand the work of
this artist, it may not be absolutely nec-
essary to walk the same streets he does,
but that experience tells us a great deal
about the direction of his work. These
streets are present in much of his work,
like for example In God We Trust I, 1991,
which projects the images of the 1989

looting, during which the inhabitants of
the capital revolted against the neoliberal
economic measures imposed by the gov-
ernment, and which marks the clearest
defining line demarcating the end of the
separation of local artistic production and
an artist’s historical commitment to the
nation. Every day at 3:00 in the afternoon
on the streets of Caracas, it was possible
to find the celebrated “encapuchados”
(“the masked ones,” groups of putative
students of the Central University, who
every week confronted the local police
with rocks and molotov cocktails), and
Miss Universe disguised as the country’s
most popular political figure, roving tri-
umphantly throughout the cityin a
“liquiliqui” (a typical Venezuelan dress
made of native organic fibers) of neon red
silk, throwing handfuls of candy to the
multitudes who congregated to see her,
like any queen of the carnival might. To
visit Hernandez-Diez in his workshop (in
Caracas during an installation or in front
of a television screen) makes one reflect
on the difficulty of finding the origins
which structure his work. Choirboy, mem-
ber of an industrial music group and of
“Tradition, Family and Property” (an uttra-
rightist sect which has been accused of
kidnapping adolescents), photographer,
lab-rat, skateboarder, autodidact from the
age of thirteen, television addict, member
of the MTV generation, schizaphrenic or
perhaps only autistic, Hernandez-Diez is
used to confusing those who investigate
his process of production. It is common

for those of us who know him to hear of
the continued metamorphoses of his pro-
jects up to the final date of their presen-
tation, and often the final result turns
out to be much closer too the initial idea
than to another which might have sound-
ed more complete. How is it possible
then, after all of these inconsistencies,
for his work to possess an individual
stamp? Will sharing in any of these facets
of his creative process open up a possibil-
ity of deciphering his work?

IN FRONT OF THE TELEVISION
In looking to get a handle on this
slippery task, one might program a visit
to Herndndez-Diez's studio in much the
same manner as the mass media would:
with a sort of “behind the scenes”
through which one could accede to images
which, for one reason or another, are left
out of the final editing. One of things
which it is possible to verify through this
type of hypothetical session, is that the
discarded images do not reveal much more
than those the artist has decided to con-
serve. One of the reasons for this is that
much of the video material which
Herndndez-Diez uses as a sort of matrix
remains intact when presented: dogs nap-
ping after having devoured one of the
skateboards made of pork crisps which
make up part of the work Brotherhood,
1994; the artist using a spoon to throw
boiling oil onto the refried skateboard
which is also part of the same work; the
skateboard falling during the filming of a
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> visita de taller studio visit

video which he presented in Sao Paulo;
images of a finger with toy car wheels
adhered to it, part of a video used in that
series of pieces presented in Brazil and
which constitutes his lacerating view of
the phenomena of transculturation. The
images which this artist presently uses
are no longer obtained through a process
of “appropriation,” as when his work was
organized around certain themes (reli-
gion, ecology, or social dislocation).
These are videos which have a life inde-
pendent of the associated elements which
he puts together. They are not images
which carry that imprint of technology,
the fluid and immediate accessibility

of information. They envelop themselves,
the way the artist does in his own

verbal hermetism.

DURING AN INSTALLATION

I remember once, during the prepa-
ration of a group show in Caracas in
which Herndndez-Diez was to participate,
that he presented the exhibition’s curator
with the possibility of a project which
some have not only called art that is spe-
cific to a site, but work which is sensitive
to the space in which it is exhibited. He
had the opportunity to work in a space
that was permanently occupied by the
work of another artist, so he presented a
project that permanently incorporated
that work into his own project. In the
end, Hernandez-Diez's work had little to
do with the original project. Is it possible
to talk about a project in which the space
for museum presentation also serves as a
studio? It is obvious, due to the artist’s
hermetism, due to his search for formal
elements where others only find possibil-
ities for meaning, even because of his
particular vocation of looking attentively

at what others have and don’t see before
their very noses (as he did with In God
We Trust) and eventually finding there the
elements that make up his work, that the
faculty of observing and, therefore, of
situating himself before a space (of any
type) is essential in the elaboration of his
work. But his work is not exclusively a
visual exercise. In fact, a type of percep-
tion which makes no exclusions of any
sort is one of the constant elements of
his work. Herndndez-Diez's work suggests
and/or activates movement; he resorts to
the use of video, which has been histori-
cally a counter-visual element (the image
devouring itself); some of his “skate-
boards” are made with comestible prod-
ucts; others are activated through physi-
cal contact with the spectator, and there
are even some which would be unthink-
able without the intervention of sound.
What can we specifically say about this
work if we think about the consequences
involved in the fact that it is not created
in a studio but in a public space? Can we
assume that are before the breakup of
the mythical isolation of the artist?
Hernandez-Diez does not seem to require
space to isolate himself, but this is not
because he does not truly need it, but
rather because, one might say, he physi-
cally and mentally constructs such a
space where he pleases.

Translated by Christian Viveros.

José Antonio Hernandez-Diez
Imdgenes desechadas de

videos realizados por el artista,

1994-95,

Video images not used by the
artist, 1994-95.
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By 1963, Dan Flavin had displayed fluorescent light fix-

tures, with their functional hardware, and their history 0f:.. 4. arte instataciones de 1uz fluorescente
rather pitiless and unflattering light, in galleries of artzon sus correspondientes dispositivos eléctricos
Unlike neon, which was made to be seen, and which
artists could use to write word and to draw pictures i
light, fluorescent lighting fixtures were not intended
to be looked at, and were aesthetically moot. The
lights had been classed as useful objects, but Flavin
decisively reclassified them as aesthetic events.

Ya en 1963 Dan Flavin habia expuesto en

y su iluminacién despiadada y poco halagiiena.
nA diferencia de la luz de neén, que fue hecha para
ser vista y que podia ser usada por los artistas para

escribir palabras o dibujar, las instalaciones
fluorescentes no se hicieron con la intencion de
ser contempladas y eran estéticamente discutibles.
Estas luces habian sido clasificadas como objetos

By taking fluorescent lights across a threshold from the practical
background into the aesthetic foreground, Flavin’s work entails a
shift from practical judgment to aesthetic judgment. Thus Flavin’s
work makes aesthetic judgment itself, and generalizations from
particulars to universals, part of the self-conscious experience of
his art. Flavin’s art successfully manifests the sensibility in art which
has been called Minimal, and which I prefer to call Operational-
Minimal. Following some scattered precedents such as the mass-pro-
duced ready-made objects of Marcel Duchamp, several artists sepa-
rated materials and operations from utilitarian purposes, subsuming
the aura of utility within the aesthetic. At the time, the use of tech-
nical operations and materials was kept separate from uses which
would subordinate them to magical, religious, or other
non-visual meanings.

Flavin's work is separate from entertainment and magic, which
induce feelings of surprise by concealing the mechanisms underlying
their effects. The installations of matter-of-fact fluorescent lights
include the technical operations and material causes which produce
the effects. The spectator becomes a participant whose alert percep-
tion of the lights is necessary to construct the aesthetic experience.
Religions have used light as a metaphor and symbol more than as
physical manifestation. A religious light may conduce to salvation,
subordinating its appearance to a non-visual purpose. The effect is
to lose direct touch with light. A transcendental light is not red or
blue, six feet long, plugged in to glow from 9 am to 5 PM, and with a
limited endurance of 2100 hours. The religious light, of which no
particular qualities can be predicated, is opposed with specificity:
each fluorescent lighting fixture is such-and-such a light.

itiles, pero Flavin las reclasificé de modo
decisivo como eventos estéticos.

Al hacer que las luces fluorescentes cruzaran el
umbral que separaba a un fondo practico de un
primer plano estético, la obra de Flavin consigui
desplazarse del juicio prictico al estético. De esta
manera el trabajo de Flavin hace que el juicio
estético mismo, y las generalizaciones de particu-
lares a universales, sean parte integral de la expe-
riencia autoconciente de su arte.

El arte de Flavin manifesta exitosamente el tipo
de sensibilidad artistica que ha sido denominada
Minimalista y que yo prefiero llamar Minimalista-
Operacional. Siguiendo algunos precedentes dis-
persos, tales como los ready-made de produccién
masiva de Marcel Duchamp, un grupo de artistas
separd materiales y funciones de sus propdsitos
utilitaries, situando asi el aura de la utilidad den-
tro de la esfera de lo estético. Durante ese perio-
do se intent6 mantener a las operaciones técnicas
y materiales aparte de los usos que pudieran
supeditarlas a significados mdgicos, religiosos o
cualquier otra clase de significados no-visuales.
La obra de Flavin se distingue del espectaculo y
de la magia en el hecho de que éstos inducen
sensaciones de sorpresa ocultando los mecanismos
que producen sus efectos. Estas instalaciones
despojadas, de luces fluorescentes, integran en su
presentacion a las operaciones técnicas y las
causas materiales que producen los efectos. EL
espectador, por consiguiente, se vuelve un parti-
cipante cuya percepcién aguda de las luces es
necesaria para construir la experiencia estética.
Las religiones han usado a la luz como una meta-
fora y como un simbolo y no como una mani-
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Havin’ s wark defme_ 3 place for expenences whu:h e nelther
’ ’maglc, rehglous, nor namral The white llght in nature can be made
~ visible i in a spectrum of colors: conhnuous from red to violet, but
0 "Flavm s hghts are not 1m1tatmns of the contmuum of spectral colors.
’ VThe pure red, blue, yellow and green have been abstracted from the -
..spectrum into hard—edge colors whlch do not overlap each other. And
b {‘thes‘_ separated colors are not -arranged in the order of the spec-
~trum, but are rear anged in a personal order As one can see, several
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- the meamng Sculpture usually stands on a flaor, some'ames on a
S pedestal _Usually Flavin’s fluorescent hght letheS are placed pre-
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Untitled (ta o mon; George kcGevem) 1972,

fluorescent light fixtures with cool white tubes

120 in; overall. Number'2 in an edition of 3.
Courtesy Dia Canter for the Arts, New York.

: Lollecﬁun of Bia_Center for the Arts, New York.

Sin muln (a un homibre, George Mccovem) 1972,
d:sposqus para tuces fluorescentes con

tubos bla.ncos de luz fria,

00 x 300 cm, Nimero 2 en una edicion de 3,
crtesra det Centro Dia para las Artes, Nueva York
* Colecm ndel (entm Dm pa.ra las:Artes, Nueva York.
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enteramente no-re-presentacionales y que no hacen referencia a
nada fuera de ellos mismos. Estos efectos posteriores nos hacen
considerar a los ojos como instrumentos mecanicos que, a la
vez que nos permiten ver, participan de aquello que vemos
como la condicién misma del ver. Pero el hecho de que esos
efectos posteriores estén dentro del ojo y del ojo de la mente,

hace que no dependan de ningin tipo de decisiones.

Las obras de Flavin fijan limites a la experiencia en los dos
extremos de o objetivo y de lo subjetivo. Las dispositivos
metalicos manufacturados y los tubos de vidrio tienen que ser
eficientes, confiables y econémicos: tienen que satisfacer las
necesidades basicas que toda luz objetiva requiere. En lo objeti-
vo, los dispositives no tienen ninguna historia individual
interesante y, en lo subjetivo, los efectos posteriores no tienen
ninguna historia futura interesante. La implicacion que este
orden de cosas acarrea es que uno debe contentarse con las

Dan Flavin
Untitled, 1983,

green fluorescent light
Number 1in an adition of 3
One unit: ¢6in.

Courtesy of the Pegay

heint Collection; Verice
Collection of the Solomon R,

Guggenheim Museam, New York.

Gift from the

Coleccion del Museo Solomon
R. Guggenhetm, Noeva York

Donativo de 1z

Coleceion Panza, 1992. |

Dan Flavin

Untitted  (to Jan ond Ron Gregnéerg), 197273,

yellow (one side) and gre

96 in. high overall. Frant view,

o Castelli Gallery, New York,

Sin fitulo (@ Jan y Ron Greenkerg), 1972-13;

243,8 cnt de alto, Vista frontal

Cortesia de la Galeria Leo Castelli, Nuet K.

Colaccidn dal Maseo Solomon R. Guggenherm, Nueva York

Donativo de la Coleecion Panza, 1991

(other side) fluorescent light,

Tuz fluorescente amarilia (de'un lado) yverde (del otro)

decisiones tomadas dentro de los polos de la subjetividad que
son respuestas a objetividades, y de las objetividades que son
respuestas a subjetividades.

Para 1963 era claro que Flavin habia entendido su tarea,
desde el comienzo, como la critica de un Idealismo filoséfico y
religioso que prefiere la luz abstracta, universal, a las ilumina-
ciones comunes y corrientes con las que vivimos. ;Dénde se
oy6, por vez primera, acerca de la Luz? No fue por el lado de
Dan Flavin, quien escribié con precision sobre su obra
temprana con tubos incandescentes: “Ellos nos suministran una
luz limitada”.
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SUSAN KANDEL

Conceptual Art gets the grand-slam,
red-carpet, no holds-barred treatment in this odd but
unfailingly entertaining survey of its history at
Los Angeles” Museum of Contemporary Art. Curated

by Ann Goldstein and Anne Rorimer, 1965-1975:

Reconsidering the Object of Art is a massive

undertaking, featuring the work of 55 artists from

the United States,Canada, and Europe.

Reconsidered Romance

1905 Heconsiderilo

It includes a little bit of what feels like everything: installations,
paintings, photographs, objects, texts, a film series, fifty green-and-
white striped benches spread from West Hollywood to downtown, a
performance art workshop, a fat catalogue, and much talk of things
including but not Limited to a telepathic work of art.

And yet there is something distinctly perverse about the whole
extravaganza, about subjecting Conceptualism to the regulation bat-
tery of institutional antics. How do you transform Hans Haacke’s ser-
mons and Joseph Kosuth's lectures, Bernd and Hilla Becher's fixations
and Michael Asher’s demurrals, Richard Long’s passive-aggressiveness
and Dan Graham’s smart-assedness into the stuff of a blockbuster?
And why would you want to anyway?

The obvious answer - this is what museums do; it is their nature - is
both the point, and quite beside it, for Conceptualism was supposed
to engineer an escape from the museum, from its ever-ready grasp.
That it fell short of this goal was inevitable; what is surprising is that
this wasn‘t obvious from the beginning. Notwithstanding this ambi-
tion - and this failure - there is a certain poetic justice to the muse-
um’s bravado. For Conceptualism, at least as revealed here, is about
bravado. That is, it is not only, or even primarily, about any of the

Incluye un poco de lo que parece ser todo: insta-
laciones, pinturas, fotografias, objetos, textos,
una serie de filmes, cincuenta bancas de autobus
pintadas a rayas verdes y blancas dispersas desde
West Hollywood hasta el centro comercial de ia
ciudad, un taller de performance, un catalogo
grueso, y mucha discusion sobre cosas que hasta
llegan a incluir una obra de arte telepatica.

Sin embargo, hay algo claramente perverso en
relacién a toda esta extravagancia, referido sobre
todo al hecho de someter al Conceptualismo a la
regulacion de las maniobras institucionales.
;Cémo transforma uno los sermones de Hans
Haacke, las conferencias de Joseph Beuys, las
fijaciones de Bernd y Hilla Becher y las objeciones
de Michael Asher, la agresividad pasiva de Richard
Long v la prepotencia de Dan Graham en la subs-
tancia de un gran espectaculo? Y ademas, ;por
qué hacerlo?

La respuesta obvia - esto es lo gue hacen los
museos; es su naturaleza - es a un tiempo el
punto y el desacierto, pues se suponia gue el
Conceptualisma debia ingeniar un escape del
museo y de su acecho siempre dvido. Que no
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CHARLES RUAS

Tty Cane i seians i ts The Temporary Contemporary reopened in October as a
anexo permanente del Museo de permanent annex of the Los Angeles Museum of
porary Art with a brilliant historical exhibition,

Arte Contemporineo de Los Angeles, volwtbntem
abrir sus puertas el pasado mes de Octubre con 1965-1975: R deri the Obiect _fA ¢
% . reconsi ering the Uoject of Art.

una brillante exposicion histérica, 1965-1975:
. Reconsiderando el Objeto del Arte.
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Enfocando esa década y presentando a cincuenta
y cinco artistas procedentes de mas de una doce-
na de paises, Ann Goldstein y Anne Rorimer han
hecho el primer intento serio por revisar las diver-
sas corrientes artisticas y los factores que inci-
dieron en la formacion de aquello que, en retros-
pectiva, llamamos “Arte Conceptual”; en el mejor
de los casos un término de cardcter genérico que
abarca diversas subcategorias como el Arte de
Ideas, el Earth Art, el Body Art, el Arte Pévera, el
Arte Serial, el Arte de las Comunicaciones, el Arte
de Performance, etc.

El nombre del Conceptualismo se refiere mas a un
movimiento amplio que a un estilo visual particu-
lar. Surgi6 en la época de la guerra del Vietnam,
al mismo tiempo que el movimiento feminista y la
contracultura. Proveniente del Minimalismo y de
Fluxus, el Arte Conceptual prolonga la postura
anti-arte de Dadd y, desde el interior de la van-
guardia, pone en cuestién a las premisas mismas
del modernismo. ;Qué puede ser una obra de
arte? ;Por qué y como puede un objeto volverse
una obra de arte o viceversa? ;Y como serd
recibido por el publico?

rte

By focusing on this decade and including fifty-five artists from more
than a dozen countries, Ann Goldstein and Anne Rorimer have made
the first serious attempt to survey the diverse artistic currents and
factions that went into creating what we now call in retrospect
“Conceptual Art” - at best an umbrella term with such subcategories
as Idea Art, Earth Art, Body Art, Art Povera, Serial Art,
Communications Art, Perfarmance Art, etc. Conceptualism refers to a
broad movement rather than a particular visual style. It emerged dur-
ing the Vietnam era, with the women’s movement and the counter-cul-
ture. Coming out of Minimalism and Fluxus as it does, Conceptual Art
continues the anti-art stance of Dada, and from within the avant-
garde it brings into question the very premises of modernism. What

can be a work of art? Why and how does an object become an artwork,

or vice-versa? And how is it to be received?

The exhibition includes works by artists who were seminal to the
development of Conceptualism, such as Sol Lewitts Wall Drawing #146
(1972), whose conception is articulated through conventional means:;
Dan Graham’s ironic view of the heightened romanticism of commer-
cials in Homes for America (1966-67); Robert Smithson’s Heap of
Language (1966), in which he pens a mound of cognates on graph
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things with which it is so often said to concern itself: dematerializing
the object, democratizing the means, restructuring perception by
virtue of information, re-considering the frame, and so on. What’s
more, its legendary austerity, scientism, and cultivated tediousness
are ruses. What's really at stake is the artist’s undying fascination
with the Self. Here, then, is Conceptualism recast as a monument to
post-Duchampian ego.

“Conceptual Artists are mystics rather than rationalists,” wrote Sol
LeWitt in 1969. Indeed. But I am suggesting that an emphasis should
also be placed upon the fact of their narcissism (which is beginning to
look like the prevailing trope of post-war American art, from Jackson
Pollock’s ejaculatory drips to a whole slew of things: the video of
Bruce Nauman and others, as Rosalind Krauss has made clear; perfor-
mance in toto; the theory-besotted work of the 1980s; Sean Landers’s
and/or Candyass’s pathetic, autobiographical ramblings; and, logical-
ly, all work that foregrounds identity politics).

In this exhibition, I learned about Eleanor Antin’s weight-loss diet
and everything Christine Kozlov ate for one year, Dennis Oppenheim’s
propensity for sunburn, lan Wilson’s addiction to chat, Tom Marioni’s
passion for beer, Vito Acconci’s masturbatory patterns, Bas Jan Ader’s
insecurities, Richard Long’s recreations, and Adrian Piper's reading
habits. All this makes sense, for in the absence of the art object - or
at least its familiar, fetishized variant - modernist self-reflexivity was
left with nothing upon which to reflect, except the body or psyche of
the artist. And there what's left of Greenbergianism has remained, for
better or worse.

Especially in retrospect, the predominance of “I” in Conceptual Art
does seem extraordinary. To reconsider Robert Barrys Telepathic Piece
of 1969, which appears as the statement, “[During the Exhibition I
will try to communicate telepathically a work of art...]," and On
Kawara’s “I got up at” postcards (sent between 1968 and 1979) and “I
am still alive” telegrams (sent since 1970) is to conjure the diaristic
nature of all Conceptual documentations. The limit-text is Acconci’s
ruthlessly confessional art, which is undoubtedly - and unexpectedly -
the linchpin of this show. While Joseph Kosuth has made it impossible
to look at his work without thinking about yearning (his yearning to
occupy his “rightful” place in the history of Conceptualism, made pub-
lic in the last few years in the pages of October magazine and else-
where), Acconci has him beat. The desire which runs through Untitled
Project for Pier 17 (27 March-24 April 1971), in which the artist waits
at the end of a dark pier for each of 29 nights, prepared to whisper to
those who come to him a secret about himself, is overwhelming. Its
yearning - for submission, intimacy, acceptance, love - makes clear
the Romantic nature of the movement as a whole, precisely that which
LeWitt characterizes as its “mysticism.”

In the context of Romanticism, even Haacke is reborn, this time

to proselytize for valiance in the face of impotence. The temptation,
of course, has been to dismiss his finger-wagging work as anachronis-
tic, but it is hardly so; the art of institutional critique it inspired

Giulio Paulini

Apoteosi d Omero, 1970-71,
instaliation,

dimensions variable.
Collection of Annick and
Anton Herbert, Belgium.

Apoteosis de Homero, 1970-71,
instalacion,

dimensiones variables.
Coleccion de Annick y

Anton Herbert, Bélgica.

HIS IS NOT TO BE LOOKED AT.

John Baldessari

This Is Not To Be Looked At, 1968,

acrylic and photoemulsion on canvas, 59 x 45 inches.
Collection of Councilman Joel Wachs, Los Angeles.
Photo courtesy of Marge Leavin Gallery.

Credit: Douglas M. Parker Studio.

Esto No Es Para Ser Visto, 1968,
acrilico y fotoemulsion sohre tela, 147 x 112,5 cm,

Coleccion del Consejero Joel Wachs, Los Angeles,
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paper; and his Nonsites sculpture (1969), an installation of rocks,
gravel, cinders, maps, and diagrams in the Dwan Gallery, which trans-
formed both the nature of sculpture and its context. In England the
group Art and Language was intellectually critical and adversarial,
whereas the American organization N.E. Thing & Co. was formed in
1966 to “produce sensitivity information, provide consultation and
evaluation services, to produce, manufacture, import, buy, sell, and
deal in things of all kinds.” Both groups are part of the movement's
attempts to confront the gap between art and life and the commercial
and institutional existence of art. David Lamelas’s interest in the simi-
larity of thought in disciplines as different as philosophy, literature,
psychology, and the visual arts led him to create an installation pre-

ot senting information about Vietnam at three levels: the visual image,

Film About o Woman Who..., 1974,

IE T e mm P the text, and the audio. He thus brought his work into the political
Courtesy of the artist and arena as protest against the war. (Amazingly, Lamelas is the only
The Museum of Contemporary Art, Los Angeles. Latin American included in the exhibition.)

Reconsidering the Object of Art confirms that the immediate effect

Pelicula Acerca de una Mujer Que..., 1974, o e 5 i
d of Conceptual Art was to “dematerialize” art as an object and social

fotograma de una pelicula de 16 mm.

Gortesta d (2 artistary commodity. This phenomenon was surveyed by Lucy Lippard as early as

del Museo de Arte Contemporaneo, Los Angel 1973. The idea of a work, she pointed out, had superseded its material
3 S expression. Language systems, photography, video, narrative, texts,
o Sl © " action, and ephemeral states of being now emerged as media for

advance art. Although Conceptualism claims Marcel Duchamp as its
forebear, the term Conceptual Art crystallizes around the work of a
particular group of young Turks of this period. Joseph Kosuth is repre- 18 > 119
sented by two pieces from 1965, Clear Glass Leaning and Five Words in
Blue Neon whose titles perfectly describe them. From his Art As Idea As
& [dea series (1966-68), Definition (1967) shows a chair, broom, lamp,
. hammer, and clock, each placed next to an enlarged photostat of the

: object’s dictionary definition and with an image or diagram of the
‘object on its other side. When these pieces were first shown, they had
an enormous impact, both nihilistic and liberating. For the opposition
" they were evidence that the emperor had no clothes.

The show is often in a position of documenting documents from
the past as opposed to delivering the actual work of art, which gives
. it the archival feeling that is the flaw of Conceptual Art. The perform-
i "'w;, rat ing genius of Yvonne Rainer is shown twice removed through photo-
* " graphic stills of her films rather than of her performances, Lives of
~ W Performers (1972) and Film About @ Woman Who... (1974). Joan
Jonas’s installation of her stage set for the performance of Organic
Honey's Visual Telepathy (1972), with its beguiling props and the video
Organic Honey's Vertical Roll (1972), is a dry document about this
original and influential video and performance artist.

Yet certain re-created works retained all their immediacy and
power. Ed Ruscha’s Chocolate Room (1970), real chocolate silkscreened
on paper hung on the walls completely covering the room, just over-
whelmed the senses with its aroma, its color and texture and scale.
Allen Ruppersberg’s Picture of Dorian Gray (1974) consisted of twenty
panels 72" by 72" on which he had copied by hand in Pentel the text




(Louise Lawler, Andrea Fraser, et al.) flourishes, despite its misplaced
hubris. It is, however, precisely this crusading spirit - a self-impor-
tance undampened by complicity with the system - that makes for the
work’s poignance, indeed its grace. All of a sudden, the sign Haacke
posted next to the historic Shapolsky Et Al. Manhattan Real Estate
Holdings, A Real-Time Social System, As Of May 1 1971 (1971) - protest-
ing the involvement of Phillip Morris in the current exhibition - does-
n't grate; it elicits a sigh. Adrian Piper’s withdrawal of her pieces mid-
way through the show, on precisely this count, likewise proclaims a
new kind of politics: the politics of desperate innocence.

There is certainly cause to debate who was included in this survey
and who wasn’t, to discuss the rather awkward attempt to draw West
Coast artists into the fold and the desire to include women while
avoiding feminism. But those are details to be worked out.
Reconsidering the Object of Art is an important exhibition on other
counts: because it performs a double reconsideration, or perhaps
more accurately, a revision of a reconsideration. Conceptualism has
long been construed as the moment in which the idea - disembodied
and purified - held sway. This exhibition shows up the historical falla-
cy of separating mind from body, and if that means the death-of-the-
author was always atready dead, so be it.

hubiese alcanzado su meta era inevitable; lo que
es sorprendente es que esa imposibilidad no fuese
obvia desde el comienzo. A pesar de esta ambi-
cién - y de su descalabro - hay una cierta justicia
poética en la valentia del museo. Pues la valentia,
al menes tal como se revela aqui, no es sino la
substancia del Conceptualismo. Es decir, el Arte
Conceptual no es solamente, ni es incluso primor-
dialmente, acerca de ninguna de las cosas que tan
frecuentemente se le han atribuido: la desmateria-
lizacion del objeto, la democratizacién de los
medios, la reestructuracién de la percepcion por
medio de la informacion, la reconsideracion del
marco y demas. Es mas, su austeridad y cien-
tificismo legendarios y su tedio cultivado son
astucias. Lo que realmente esta en juego es la
fascinacion perseverante del artista con el Yo.
Aqui, pues, estd el Conceptualismo, reconstruido
como un monumento al ego post-Duchampiano.
“Los artistas conceptuales son misticos mas

que racionalistas”, escribi6 Sol LeWitt en 1969.
Por cierto. Pero sugiero que deberia enfatizarse
también su evidente narcisismo (que comienza a
ser percibido como el tropo prevaleciente en el
arte norteamericano de la posguerra, desde los
chorrones eyaculatorios de Jackson Pollock hasta
ese otro revoltijo de cosas: los videos de Bruce
Nauman y de otros, como Rosalind Krauss lo ha
hecho claro; la performarice in toto; las obras
aturdidas por la teoria de los ochenta; las divaga-
ciones patéticas y autobiograficas de Sean
Landers y/o Candyass; v, l6gicamente, todas las
obras precursoras de las politicas de la identidad).
En esta exposicion aprendi acerca de la dieta
para adelgazar de Eleanor Antin y de todo lo que
comié Christine Lozlov durante un ano, de la
propensién de Dennis Oppenheim por la inso-
lacion, de la adiccion de Ian Wilson por
chacharear, de la pasion de Tom Marioni por la
cerveza, de los patrones masturbatorios de Vito
Acconci, de las inseguridades de Bas Jan Ader, de
las recreaciones de Richard Long y de los habitos
de lectura de Adrian Piper. Todo esto tiene senti-
do, ya que en ausencia del objeto del arte - o al
menos de su variante familiar y fetichizada - la
autorreflexion modernista se quedd sin tener
sobre qué reflexionar, salvo el cuerpo v la psiquis
del artista. Y alli ha permanecido lo que resta del
Greenberguianismo, para bien o para mal.
Especialmente al ser visto en retrospectiva, el
predominio del “Yo” en el Arte Conceptual parece
extraordinario. Volver a considerar la Pieza
Telepatica de 1969 de Robert Barry que aparece en
la forma del enunciado: “[Durante la exhibicién
intentaré trasmitir telepaticamente una obra de
arte...]”, v las postales “Me levanté a las” de On
Kawara (enviadas entre 1968 y 1979) y los
telegramas “Aiin estoy vivo” (enviados a partir de
1970) es conjurar la naturaleza de diario personal
que poseerian todos los documentos conceptuales.
El texto limite es la obra despiadadamente confe-
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Esta exhibicién incluye obras hechas por artistas
que fueron esenciales para el desarrollo del

Conceptualismo, tales como el Dibujo Mural #146
(1972) de Sol LeWitt, cuya concepcién se articula

a través de medios convencionales: la visién ironi-

ca de Dan Graham sobre el exaltado romanticismo
de las propagandas en Hogares para América
(1966-67); el Monton de Lenguaje (1966) de
Robert Smithson, en donde el artista acumula
palabras emparentadas sobre papel para graficas;
y su escultura No-Lugar (1969), una instalacién de
piedras, grava, cenizas, mapas y diagramas pre-
sentada en la galeria Dwan, que transformé tanto
la naturaleza de la escultura como su contenido.
En Inglaterra, el grupo Art and Language fue in-
telectualmente critico y controvertido, al tiempo’
que la organizacion estadounidense N.E. Thing &
Co. se formé en 1966 para “producir, manufac-
turar, importar, comprar, vender y negociar toda
clase de cosas”. Ambas agrupaciones muestran los
intentos que hizo el movimiento por confrontar
tanto la brecha entre arte y vida como la existen-
cia comercial e institucional del arte. El interés de
David Lamelas por las afinidades de pensamiento
entre disciplinas tan diferentes como la filosofia,
la literatura, la psicologia y las artes visuales, lo
llevé a crear una instalacién que informa acerca
del Vietnam a tres niveles: la imagen, el texto y el
sonido. De tal manera, Lamelas llev6 su obra al
terreno politico en senal de protesta por la gue-
rra. (Increiblemente, Lamelas es el tnico artista
latinoamericano incluido en la muestra).

Reconsiderando el Objeto del Arte confirma
que el corolario inmediato del Arte Conceptual era
“desmaterializar” el arte en cuanto objeto y mer-
cancia social. Este fenémeno fue descripto por
Lucy Lippard ya en 1973. Ella sefialaba entonces
que la idea de una obra habia llegado a
sobrepasar su expresion material, Los sistemas de
lenguaje, la fotografia, el video, la narrativa, los
textos, las acciones y los estados efimeros del ser,
habian emergido como los medios de un arte de
avanzada. Aunque el Arte Conceptual reclama a
Duchamp como su precursor, el término Arte
Conceptual se cristaliz6 en torno a la obra de un
grupo particular de animosos protagonistas de ese
momento. Joseph Kosuth estd representado por
dos piezas de 1965, cuyos titulos las describen
perfectamente, Vidrio Transparente Inclinado y
Cinco Palabras en Neon Azul. En su obra Definicion
(1967), de la serie El Arte como Idea como Idea
(1966-68), Kosuth expone una silla, una escoba,
una lampara, un martillo y un reloj; cada objeto
esta situado, por un lado, junto a una reproduc-
cién ampliada de su correspondiente definicién
en el diccionario, y por el otro, junto a una ima-
gen o a un diagrama del mismo. Cuando estas
piezas fueron presentadas por primera vez
tuvieron un enorme impacto, de corte al mismo
tiempo nihilistico y liberador. Por la oposicién

- Gordon Matta-Clark
Splitting (In Englewood), 1974, cibachrome photograph, 30 x 40 in.
Courtesy of Holly Solomon Gallery, New York.

Escision (en Engl d), 1974, fotografia cibach 75 100 ¢,

Cortesia de la Galeria Holly Solomon, Nueva York.

of Oscar Wilde's novel onto the canvas. To enter the space was to
enter the text. Intensified with the passage of time was Eleanor
Antin’s sequence of photographs of herself in the nude, taken during
a period when she was losing weight, entitled Carving: a Traditional
Sculpture (1972). Gordon Matta-Clark’s Splitting (1974) remains power-
ful and mysterious. The artist documents how he took a house owned
by Holly Solomon in Englewood, New Jersey, and incised in it two
parallel cuts one inch apart across the house and then removed this
strip,. thus dividing the house in two. He subsequently cut out the
four corners of the second story, which were then exhibited at the
Holly Solomon gallery. Next, Matta-Clark removed the foundation from
under one half, causing it to tilt backward and expose the innards of
the house. By contrast and in a playful mode, Giulio Paolini’s
Apoteosi d’Onero (1970-71) is a space filled with thirty-three music
stands with thirty folders on them containing black and white
photographs of actors dressed as historical figures, thus referring
back to Ingres’ painting of that title with its gathering of ancients
and moderns on Mount Parnassus.

In bringing together artists as different as William Wegman and Bruce
Nauman, Vito Acconci and Richard Long, John Baldessari and Gilbert
and George, Maria Nordman and Blinky Palermo, Marcel Bloodthaers
and Bernd and Hilla Becher, this vast survey of Conceptual Art reveals
how profound and complete was the break between Modernism and
Postmodernism. The works created in this decade irrevocably trans-
formed the way we make, perceive, and think about art. All the art of
the past two decades either uses and accepts or knowingly contests
the premises of conceptualism. Whether it is Neo-Expressionism, Neo-
Geo, Neo-Conceptualism, or appropriation, and whether the subject is
AIDS, gender, the environment, or the nature of art itself, the work
remains critical of its social, political, and historical contexts, self-
analyzing and self-criticizing - a critical edge that remains evident in
protests of varying intensity from the participating artists against one
of the exhibition’s sponsors, Philip Morris Companies, Inc.
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Dan Graham

sional de Vito Acconci, que es sin duda - y sorpre-
sivamente - el eje de esta muestra. Mientras que
Joseph Kosuth ha hecho imposibie que uno vea su
trabajo sin pensar en la afioranza (su anoranza
por ocupar su “merecido” lugar en la historia del
Conceptualismo, vuelta publica en las paginas de
la revista October'y en otras partes), Acconci lo
deja por el suelo. Es abrumador percibir el inten-
50 deseo que recorre el Proyecto sin Titulo para el
Muelle 17 (Marzo 27 - Abril 1971), en el que el
artista esperaba al final de un embarcadero
oscuro durante cada una de las veintinueve
noches que duré la obra, listo para murmurarle a
quien se le aproximara un secreto acerca de sf
mismo. Su aforanza - por la sumision, la intimi-
dad, la aceptacién y el amor - evidencia la natu-
raleza Romantica del movimiento en su conjunto;
se trata precisamente de aquello que LeWitt carac-
teriza como su “misticismo”,

En el contexto del Romanticismo incluso

Haacke vuelve a nacer, esta vez para proselitizar a
favor de la valentia frente a la impotencia. La
tentacion, claro estd, ha sido la de descartar su
obra acusadora por anacronica, pero en verdad lo
es escasamente; el arte de eritica institucional
que inspiro (Louise Lawler, Andrea Fraser, et. al.)
florece a pesar de su arrogancia fuera de lugar.
Sin embargo, la agudeza de [a obra, en efecto su
gracia, es precisamente este espiritu de cruzada:
una auto-importancia impermeable a ta complici-

B o P I I R N O

]
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Figurative, 1965, original source materials and publication documentation.

Collection of

Figurativo, 1

Coleccion de

Anton and Annick Herbert, Belgium,

965, materiales documentales originales.

Anton y Annick Herbert, Bélgica.

dad con el sistema. De repente, ya no irrita el car-
tel que Haacke - en protesta por la participacion
de Philip Morris en la presente exhibicion - colocé
junto al histérico Shapolsky Et Al. Las Posesiones
Inmoviliarias de Manhattan, Un Sistema Social de
Tiempo Real, al 1° de Mayo de 1971 (1971); provo-
ca mds bien un suspiro. El retiro de las obras de
Adrian Piper en plena exposicién, suscitado por la
misma causa, igualmente proclama un

nuevo tipo de politica: la politica de la

inocencia desesperada.

Existen, ciertamente, motivos para debatir

quién fue incluido en esta antologfa y quién no y
para discutir el intento, mds bien torpe, por incor-
porar al conjunto a los artistas de la Costa Oeste y
por incluir mujeres ain cuando se evita el femi-
nismo. Pero esos son detalles que quedan por
elaborar. Reconsiderando el Objeto del Arte es una
exposicion importante por otras razones: porque
leva a cabo una doble reconsideracién, o mas,
precisamente, la revisién de una reconsideracién.
El Coneeptualismo ha sido interpretado como el
momento en el que 1a idea - desencarnada y
purificada - paso a primer plano. Esta exhibicién
demuestra la falacia histérica que consiste en
querer separar la mente del cuerpo, y si eso quiere
decir que la muerte-del-autor ya estaba muerta
desde siempre, que asi sea.

Traducido por Caroling Ponce de Leon.

[ nalure didic?,
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que encontraron dejaron en evidencia que se
habia tocado un punto neuralgico.

Es frecuente que la exposicidn se encuentre en la
situacién de estar documentando los documentos
del pasado, en lugar de presentar, de hecho, a la
obra en si. Esto le infunde a la muestra ese aire de
archivo que es el defecto del Arte Conceptual. El
talento perfomdtico de Yvonne Rainer es exhibido
en dos ocasiones por medio de algunos fotogramas
de sus peliculas, Vida de los Artistas del
Performance (1972) y Pelicula Acerca de un Mujer
Que... (1974) y no a través de las performances
mismas. La instalacién que Joan Jonas realizé a
partir de la escenografia de la performance de La
Telepatia Visual de la Miel Organica (1972), con sus
seductores andamiajes y el video Rollo Vertical de
la Miel Orgdnica (1972), es un documento pobre
sobre esta artista tan original e influyente del
video y la performance.

Sin embargo, ciertas obras que fueron
recreadas especialmente para la muestra lograron
conservar toda su vigencia y su poder. El choco-
late serigrafiado sobre papel que cubrfa integra-
mente los muros de la sala de la obra Cuarto de
Chocolate (1970), de Ed Ruscha, simplemente
inundaba los sentidos con su aroma, color, textura
y escala. El Retrato de Dorian Gray (1974), de Allen
Ruppersberg, consistia en veintidés paneles de
1,80 por 1,80 m, sobre los cuales el artista habia
copiado, a mano y con holigrafo, el texto de la
novela de Oscar Wilde sobre la tela. Ingresar al
espacio era como entrar al texto. La secuencia
fotografica de Eleanor Antin desnuda, tomada
durante el periodo en el que ella estaba en proce-
so de adelgazar y titulada Tallando: una Escultura
Tradicional (1972), resulta ain mds intensa con el
paso del tiempo. La obra Escision (1974), de
Gordon Matta-Clark, atn sigue siendo poderosa y
llena de misterio. El artista documenta la forma
en que tomo una casa de propiedad de
Holly Solomon en Englewood, Nueva Jersey, le
hizo dos cortes paralelos a dos centimetros y
medio de distancia entre cada uno, y retird luego
el tajo para dividir asi la casa en dos. Cortd, en
seguida, las cuatro esquinas del sequndo piso, las
cuales fueron exhibidas en la Galeria
Holly Solomon. A continuacién Matta-Clark quito
los cimientos de una mitad de la casa, con lo que
consigui6 que ésta se incline dejando expuesto el
interior. En contraste, y en un tono mas leve, la
Apoteosi d'Omero (1970-71), de Giulio Paolini,
consiste en un espacio atestado con treinta y tres
atriles de miisica sobre los cuales descansan trein-
ta y tres carpetas negras que contienen fotografias
en blanco y negro de actores vestidos en trajes
histéricos, con lo que se establece una referencia
a la pintura de Ingres que lleva el mismo titulo,
en la que se muestra la reunién de antiguos y
modernos en el Monte Parnasos.

En la confluencia de artistas tan diferentes como

i flﬂj ;

William Wegman y Bruce Nauman,

Vito Acconci y Richard Long, John Baldessari y
Gilbert y George, Maria Nordman y Blinky
Palermo, Marcel Broodthaers y Bernd y

Hilla Becker, esta gran revision del Arte
Conceptual revela como fue de profunda y total la
escision entre el Modernismo y el Posmodernismo.
Las obras creadas en esa década transformaron
irrevocablemente tanto el modo en el que se hace
el arte como la manera en que se lo percibe y se
lo piensa. Todo el arte producido en las 1iltimas
dos décadas utiliza y acepta, o confronta cons-
cientemente, las premisas del Conceptualismo.
Aunque se trate del Neo-expresionismo, del Neo-
Geo, del Neo-conceptualismo, de la apropiacién, o
si el tema de los trabajos es el SIDA, el género
sexual, el medio ambiente o la naturaleza misma
del arte, la obra sigue siendo critica de sus con-
textos sociales, politicos e histéricos, autoanaliti-
ca y autocritica - un aspecto que continua siendo
evidente en las protestas de diversas intensidades
que varios de los artistas participantes llevaron a
cabo en contra de uno de los patrocinadores de la
exhibicion, la multinacional Philip Morris.

Traducido por Carolina Ponce de Leon.
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The Bus Benches, 1970-82,
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Mad to be Saved

Beat Culture and the New America:

1950-1965

MEOCYST PO Salvatse

La Cultura Beat y la Nueva América:

1950-1965

Museo Whitney de Arte Norteamericano, Nueva York

DANIEL PINCHBECK

Una reciente propaganda de television, de Lexus, segin creo,

A recent TV commercial for, I think, Lexus, featun@sestra un automévit nuevo y brillante rodando
a shiny new car ro lling th rough an American laatgun paisaje norteamericano, con una bella pareja de

scape, with a handsome middle-aged couple insdiegg‘

In voice-over, an unctuous male voice declaims the most
famous lines from Kerouac’s On the Road: “...the only
ones for me are the mad ones, mad to live, mad to love,
mad to be saved, desiring everything at the same
moment...” the seemingly senseless juxtaposition -
Kerouac’s yearning for raw experience versus the car’s
cushiony comfort - gives the ad a certain robotic, yet
hypnotic, power.

Of course, the Beats were already co-opted by the mass
consumer society a long time ago. The exhibit at the
Whitney, Beat Culture and the New America: 1950-1965,
revels in the well-known irony of the Beat aesthetic’s
instant repackaging as lifestyle and media-spectacle. The
museum has enclosed an old Life magazine depicting a
“typical Beatnik pad” and the lurid paperback covers of
quickie exploitative books inside glass vitrines. The gift
section downstairs features an array of pseudo-Beat
ephemera: salt and pepper shakers shaped like bongo
drums, and the like.

These items - and the various photographs of the
beat figures clowning around, reading, drinking, arriving
at and escaping from parties - had far more poignancy
than most of the paintings, collages, and sculptures on
exhibit. The show tries to make a case for a group of West
Coast artists - Jay DeFeo, Wally Hendricks, Bruce Conner,
among them - and while it is always nice to see unfamil-
iar or somewhat forgotten artists given their due on the
Whitney walls, none of this work particularly thrilled me.
Much of it - like Conner’s assemblages, or DeFeo’s The
Rose - seems slightly forced, or late, or overstuffed. It
didn’t match the up-tempo spontaneity of the Beat writ-
ers as well as other concurrent cultural forms like bebop
or Abstract Expressionism. A few Abstract Expressionist

ediana edad adentro. Una untuosa voz masculina, en off,
fha la lineas mds famosas de la novela de Kerouac En el
Camino : “... los tinicos que tienen valor para mi son los locos,
locos por vivir, locos por amar, locos por salvarse, deseando
todo al mismo tiempo...” La yuxtaposicién aparentemente sin
sentido (de las ansias de Kerouac de una experiencia en estado
bruto y el confort acolchonado del automévil) le da a la propa-
ganda un poder algo mecanico, pero hipnético.

Ciertamente, los Beats fueron asimilados por la sociedad de
consumo hace ya tiempo. La exposicién en el Museo Whitney, La
Cultura Beat y la Nueva América: 1950-1965, se regodea con la
bien conocida ironia de la promocién, hoy en dia, de la estética
Beat como estilo de vida v espectdculo para los medios de
comunicacién de masas. El museo ha incluido en la exhibicién
un viejo niimero de la revista Life que muestra un “tipico
muchacho Beatnik” y las sombrias cubiertas de libros de con-
sumo rapido, puestas dentro de vitrinas de cristal. La tienda de
presentes, en la planta baja, exhibe una serie de bagatelas
pseudo-Beat, del tipo de un salero y pimentero con la forma

de un bongs.

Estas cosas - y las fotografias de las figuras Beat haciendo
de pavasos, leyendo, bebiendo, llegando y escapandose de fies-
tas - son para mi mucho mds conmovedoras que la mayoria de
las pinturas, collages y esculturas de la exposicién. La muestra
trata de promover a un grupo de artistas de la Costa Oeste (Jay
DeFeo, Wally Hendricks y Bruce Conner entre ellos), y aungue
es siempre lindo ver que artistas que no son familiares o han
sido algo olvidados son reconacidos exhibiéndolos en las pare-
des del Whitney, ninguno de sus trabajos me afecté particular-
mente. Gran parte de los mismos (como los assemblages de
Bruce Conner, o La Rosa, de DeFec) parecen un poco forzados, o
tardios, o exageradamente elaborados. No consiguen seguirle el
ritmo a la espontaneidad sincopada de los escritores Beat tan
bien como lo hicieron otras formas culturales que les fueron
contemporaneas, como el bebop o el expresionismo ahstracto.
Unas pocas obras expresionistas abstractas de Franz Kline y de
otros han sido incluidas también en la muestra, en un gesto
que parece innecesariamente pedante, junto con trabajos de los
escritores Beat mismos, que poseen, en su mayor parte, una
dulce cualidad de arte de aficionado. Los collages hechos por
William Borroughs con Brion Gysin son mucho menos intere-
santes que la mejor escritura de Borroughs, y las fotografias de
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works by Franz Kline and others are also included in the
show, in a gesture that seems unnecessarily pedantic.
Then there is the artwork of the Beat writers themselves,
which for the most part has a sweet, amateurish quality.
William Burroughs’ collaged collaborations with Brion
Gysin are far less interesting than Burroughs” best written
work; and Harry Smith’s pictures pale beside the kaleido-
scopic richness of his alchemically-charged films.

By far the most fascinating “work” in the show is the pre-
cious On the Road scroll, densely single-spaced and trac-
ing-paper thin, with Kerouac's editorial marks pencilled
over it. Kerouac typed out the book on one continuous
roll of teletype paper during a three-week amphetamine
binge in 1951, and then was unable to find a publisher
for it for the next six years. The scroll, better than any
other object, demonstrates the Beat ideal of literary cre-
ation as spontaneous performance, ecstatic improvisa-
tion, and mystical release. It already has the look of some
ancient tribal artifact.

The photographs point out another major strength of
the Beat movement: their sense of community. From the
late 1940s to the late 50s, when their work was largely
ignored by the mainstream, the Beats were sustained
above all by their mutual circle of friendship. They were
each other's readers, editors, publicists, critics, and
sometimes lovers. The best of the Beat literary work
imparts this joyful communal spirit, as well as something
else - a crucial yet hard-to-define quality that could be
called “a sense of life,” an energetic mixture of the spiri-
tual, the playful, and the carnal. The Beats’ communal

corpo r

Harry Smith empalidecen junto a la caleidoscépica riqueza

de sus filmes alquimicos.

La “obra” mas fascinante en la muestra es, lejos, el precioso
rollo de papel de En el Camino, escrito densamente a un espacio
en papel delgado, con las marcas editoriales de Kerouac trazadas
con lapiz. Kerouac tipeo el libro en un rollo continuo de papel
de teletipo en 1951, durante un viaje de anfetaminas de tres
semanas, y no consiguié encontrar un editor para el texto en
los séis anos siguientes. Ese rollo de papel demuestra, mejor que
ningtin otro objeto en la exhibicién, el ideal Beat de la

creacidn literaria como ejecucion espontdnea, improvisacién
extatica, y liberacion mistica. Y tiene ya el aspecto de un
antiguo artefacto tribal.

Las fotografias apuntan a otra de las virtudes del movimien-
to Beat: su sentido de la comunidad. Desde los ultimos anos de
la década del cuarenta hasta fines de los cincuenta, durante el
perfodo en el que sus trabajos eran ignorado casi completamente
por las tendencias dominantes, los Beats fueron sustentados
sobre todo por su circulo mutuo de amistades. Cada uno era lec-
tor, editor, publicista, critico, y a veces amante de los otros. Lo
mejor de la literatura Beat comunica este feliz espiritu comuni-
tario, y algo mds, una cualidad crucial e indefinible que podria
llamarse un “sentido de la vida”, una enérgica mezcla de lo
espiritual, lo juguetén y lo carnal. El espiritu comunitario de los
Beats, su gusto por la experimentacién, y la urgencia bruta de
su tentativa de explorar modos de vida, son cualidades que me
parecen ausentes de la escena artistica y literaria actual. Pero al
decir ésto podria acusarseme de prejuicioso, ya que tengo mi
propia relacién personal con la historia Beat: mi madre estuvo
involucrada con Kerouac por un tiempo al final de los cincuenta,
y mas tarde escribio un libro de memorias, Personajes Menores,
sobre su experiencia de esa época (ella aparece en la exposicidn
en una de la fotografias de la escena neoyorquina tomadas por
Fred McDarraugh). El parrafo que ella compuso para el anuario
de mi escuela secundaria incluia una parte del fragmento que
Lexus escogi6 para su anuncio.

vo de la maxim
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I have my own personal relationship to Beat history - my Daisy, comprendi6 que los Beats estaban reclamando “el dere-
mother was involved with Kerouac for a while in the late cho de seguir siendo nifios”. Como proscriptos que eran de la
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Lexus chose for their cgmmercia[_ diferentes, y, como si fuera una especie de vagabundo dos-

toievskiano en harapos, no se quedé a criar a ninguno. La cons-
tante e irreverente bisqueda de estimulos caracteristica de los
Beats tenia su lado aburride y sin alma, y ellos terminaron

What irked me about that car commercial, the more I
thought about it, was not the unfair cannibalization of

the Beats by corporate capitalism, but the fitness of this sirviendo de inspiraci6n a toda una generacién de estrellas de
appropriation. My mother wrote in her book that, decades rock amorales y ambiciosas. La propaganda de Lexus, como los
later, watching the Robert Frank film Pull My Daisy, she anuncios de Nike con Burroughs o los de Gap con Kerouac y

Ginsberg, indica la conexi6n entre la bisqueda Beat de la
saciedad personal y el ethos corporative de la maximizacién de
las ganancias cueste lo que cueste, no importa qué dafios se le

understood the Beats were pursuing “the right to remain
children.” As outcasts from the conformist middle class

culture of the time, the Beats challenged the status quo, hagan al paisaje o a los trabajadores basicamente esclavizados
which is why the mainstream media quickly and fearfully del tercer mundo. Serd una tarea de otra generacion la de com-
reduced them to caricatures and jokes. Yet their rejection binar la liberacién personal con valores morales, aunque de

varias maneras Allen Ginsberg aporte un modelo para ello. A lo
largo de los afios, Ginsberg ha permanecido notablemente fiel a
su visién original de una comunidad, manteniéndose en contac-

of mainstream values led many of them to champion irre-
sponsible lifestyles - Gregory Corso, for instance, sired

five children by four different women, and like some to y atin cuidando a varios de los miembros del grupo menos 126 > 127
ragged Doestoevskian scoundrel didn’t hang around to proximos, mientras persistia en sus ideales poéticos, politicos y
raise any of them. The Beats” constant, irreverent pursuit espirituales.

Hubiera sido interesante que el Whitney encontrara alguna
manera de interrogar las contradicciones vivas del movimiento
Beat, pero no lo hizo. Sin consequir descubrir algin tépico cru-

of kicks had its boring, soulless side, and they inspired in
their wake the next generation of amoral rock star antics

and me-decade greed. The car commercial - like the cial o alguna dialéctica por explorar, la exposicién termina
Burroughs Nike ads, the Kerouac and Ginsberg Gap ads - pareciendo algo estética y académica. Parte del problema, por
suggests the connection between the Beat quest for per- supuesto, consiste en que los Beats constituian un movimiento

principalmente literario. Una leida a la Antologia Beat Portitil,
editada por Ann Charters, da una nocién mucho mejor de las
virtudes y flaquezas del movimiento que esta exposicién pecu-

sonal satiation at all cost and the corporate ethos of prof-
it maximalization at all cost. It will be up to another gen-

eration to find a way to enmesh personal liberation with liarmente rigida.
moral values - although in many ways Allen Ginsberg pro-
vides a model. Through the years, Ginsberg has remained Traducido por Reinaldo Laddaga.

remarkably faithful to his original vision of community,
keeping in touch and looking after many of the group’s
far-flung members while pursuing his own poetic, politi-
cal, and spiritual ideals.

It would have been interesting if the Whitney could
have found a way to interrogate the living contradictions
of the Beat movement, but they did not. Without uncover-
ing some crucial issue or dialectic to explore, the exhibit
ends up seeming somewhat static and academic. Part of
the problem, of course, is that the Beats were primarily a
literary movement - a read-through of the Beat Portable
Anthology, edited by Ann Charters, gives a much better
sense of the movement's strengths and weaknesses than
this peculiarly embalmed show.
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The whole history of modern art runs between Claude Monet and Jeff Wall. The happy
coincidence in Chicago this summer of shows of these artists - the Avant-garde’s Abraham
and its Jeremiah - underscored the ways through which each exploits his framework in
order to subjugate his audience’s expectation, thus accentuating the cosmetics in which,
from beginning to end, vanguard artists have often made themselves up in order to give
off the aroma of “contemporary-ness” so irresistible to our artworld.

The closest thing to an agreement among the dis-
parate embodiments of avant-gardism is the disdain for
the Paris Salons of the mid-19th Century, a disposition
Wall and Monet utilize to their advantage. So determinant
is our abhorrence for the Salon that artworks are read,
judged, admired or condemned by us in terms of a Before
the Salon/After the Salon schism: practices we tolerate
before the Salon (e.g. mythological or religious subjects)
are no longer endured afterwards. Still, the upholders of
the Academy saw their disagreement with the moderns
largely as a matter of packaging: the complaints against
the proto-modernists who managed to show in the Salon
in the 1860s and ‘70s had to do mostly with their pic-
tures’ lack of “finish”, which was read as either the for-
givable expression of youthful vitality, or as outright
ineptness. Indeed, the young Monet’s early Salon paint-
ings such as Le Pave de Chailly (1864) and Camille (1865)
elicited a balance between these two readings. But, with
Manet very much in mind, Monet was anxious to showing
himself as a brilliant and fittingly controversial talent.
“To cause a stir” was to become the avant-garde’s motto,
but upstart artists within the Salon, too, needed to
device means by which to draw attention to their work
among hundreds of paintings. The problem for the more
temperamental of them was, of course, getting a poten-
tially controversial work past the selection jury. Monet’s
dependence on Manet's example hinted to the scale of his
aspirations, yet it proved disastrous. Although the youth-
ful Le Déjeuner sur ['Herbe (1865), a large and rather
banal take on Manet’s own Déjeuner, was never complet-
ed, Monet submitted to the Salon of 1866 his Femmes au
Jardin - a weirdly composed tableau that nearly managed
to resolve his Déjeuner’s shortcomings, almost evoking a
slippery narrative of the sort Manet enjoyed (almost,
because up to this day is hard to know for sure what this
painting is about.) But failing to mimic Manet’s balancing
act at the edge of what could pass as barely acceptable
for this public, Femmes au Jardin was duly rejected from
the Salon, prevented from causing the stir its author
aimed at. Monet eventually made a few paintings express-
ly calculated to get into the 1880 Salon, one of which
was accepted, at a time he felt he needed to cement his
reputation as a serious and mature artist.

By the 1870s and well into the ‘80s a modest market
was opening up for anti-establishment art, supported by
the likes of Zola for its “sincerity” - the réfusés became
the indépendents. After breaking with the Salon, Monet’s
increasingly experimental output proportionately asserted
his autonomy. The inconsonance of these decades’ land-
scapes has been sold to more modern-minded audiences
as the natural product of the spontaneous stroke of raw
and unprejudiced genius. However, insofar Monet as was
known to destroy many paintings of his which didn’t live
up to his expectations, one wonders why didn’t his well
ruminated filtering do away with the many flops the Art
Institute proudly displayed in public for the first time.
Perhaps his aesthetic vision was too radical even for his
own aesthetic judgment, perhaps he had to spawn paint-
ings en masse when he was financially pressed. But per-
haps what we would expect him to have done away with
was what he actually kept, and vice versa. My point is
that Monet’s pictorial decisions in his plein air landscapes
of this period were to an extent of a reactive sort - such
as to show his viewers the very opposite of what they
were accustomed to in a finished picture, and his “failed”
paintings did this best: besides his trademark color treat-
ment, Monet was thoughtful enough to make them look
as if they were painted damn fast, avoiding visual and
narrative centers of attention, ignoring perspective by
choosing views that do not contain deepening orthogo-
nals, and shunning compositional dynamics so that the
images remain unbalanced but also static. It is thus likely
that Monet's failed pictures were expressly aimed at being
utterly unarresting, as they indeed are.

The genuine avant-garde is often said to have run its
course in the trenches of World War I. Nonetheless, its
spirit still roams, fueling our artworld’s every aspect,
from education to the market. But the later breeds of
vanguardists share less a manifesto than simply a taste-
shaping attitude; that of sympathizing in principle - given
the discredited standing of truth and beauty as aesthetic
ends - with whatever practices can be taken at the time
as expressions of contemporaneity and progress, and thus
believed as being ultimately relevant. Jeff Wall has
proven most efficient at convincing us that his work is
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such. His signature light-boxes are paradigms of contem-
porary chic: they are original, spectacular, elegant, tech-
nologically up-to-date, and - also in Manet’s spirit -
address the grand subjects of the day: modern politics,
predatory social relations, commerce, existential alien-
ation, the environment’s alteration, suburbia. And keep-
ing in with avant-garde protocol, controversy could not
have been overlooked: with all of this vanguardist soul
Wall claims “to make pictures in the traditional
way...although...with an effect opposite to that of tech-
nical/traditional pictures...a specific opposite to paint-
ing.” Attuned to post-modern etiquette, Wall wants to
avoid the mystified patina of the hand-made painting,
but at the same time he wants to “recuperate the great
art of the museums.” Wall’s controversial turn consists in
embracing the trope most revered by the Salon’s acade-
micians and likewise despised by the early modernists:
allegory. His depictions allegorize the pathos of contem-
porary life through the same narrative devices by which
the fairy tales of Salon pictures allegorized the ideals of
bourgeois morality. The formulation and decoding of
Salon allegories required competence in classical and bib-
lical texts: artistic excellence was the taken both as a
function of the painter’s technical skills and of his erudi-
tion. Much the same can be said of the contemporary
school of critical art Wall so well exemplifies, with the
proviso that “technical skill” is no longer associated with
the deft hand but allegiance to conceptual-art’s produc-
tion values, and that the now favored texts are by such
Continental authors as the many who are expectedly
atluded to in Wall's catalogue for this show: Adorno,
Lacan, Todoroy, Huizinga, Meyerhold, Bakhtin, Blanchot,
Shklovsky, and, of course, Benjamin. If anything, Wall
proves the inadequacy of the clichéd notion that avant-
gardism is essentially opposed to the Salon’s academi-
cism: the avant-garde has become our Academy, and the
bombastic exhibitions of our day are but occasions to join
in the party of the institutionalized revolution.

But there are powerful reasons why Manet, for one,
was so keen on dismantling the hypocritical allegories
that so delighted his milieu, and why Monet turned away
from them altogether: allegory substitutes aesthetic pre-
sentation for rhetorical complicity. In allegory, meaning
is deferred and veiled; it cannot be deduced from experi-
encing the artwork.

And since audiences are left to being told what it means,
implied contradictions in the context of representation
are accommodated. Manet’s pictures affronted the sancti-
mony of the art establishment of his time, while Wall’s
polished visuals play to the tune of aur over-groomed

avant-gardist taste and his critical rhetoric sustains the
moralistic pedestal on which our artworld self-righteously
places itself.

Not that Wall and his peers aren’t aware of the
uneasy position of “critical art”: perpetrating a practice
that sustains our less than virtuous artworld and its mar-
ket, which are in turn just as thoroughly dependent on
the order that is being criticized, namely, late capitalism.
Leaning on fashionable critical theory, Jean-Frangois
Chevrier argues with typical cryptic flare in his catalogue
essay that “a rhetoric of ambiguity” - derived from “doing
a thing and its contrary at the same time” - adds up to a
“critical effect.” While surely this would imply all kinds of
inconsistencies in the extra-rhetorical world (the exis-
tence of which has anyway been contested by the critical-
ist), the sense of “effect” here is left opportunistically
undefined, since “effect” can stand as much for the con-
crete casual outcome of an action (the ideal of “engaged”
art) as for something designed to produce a desired
impression (a mere pose). In this sense Jeff Wall is,
as Monet also was to an extent, an avant-garde
impressionist.

Sexagenarian, Monet outgrew his infatuation with
polemics. Distancing himself from younger generations of
avant-gardists, he retired to his idyllic estate at Giverny
where he allowed himself to paint in a way that up to this
day seems to stand outside the track of the history of art.
His paintings became conservative by their own stan-
dards, that is, unconcerned with the progress of the
world. The Art Institute gathered nearly twenty paintings
from the first group of Nymphéas, a series of 48 nearly
square pieces worked over a period of seven years and
first exhibited in 1909. Seen together in one room, these
canvases’ electrifyingly vibrant reflections on Monet’s lily-
ponds still clash into our space, refusing to remain just
pictures in the distance, short-circuiting polarities (medi-
um/color, subject/style, flatness/depth, image/meaning)
which - by separating the physical from the perceptual -
make paintings tame and inanimate.

Perhaps in a hundred years historians and critics will look
at Wall's The Gignt (1995) in order to interpret the insti-
tutionalized art of the late twentieth century, just as we
look at Gérome's Pygmalion in order to understand the
Salon. But surely there will remain those who will rather
have their Pygmalions, their artworks-come-alive, in the
flesh, or for that matter in the paint. And for them, there
will still be the Nymphéas.
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El Partido de 1a Revolucion

Institucionalizada:

Monet y Jeff Wall

en Chicago

Toda la historia del arte moderno transcurre entre Claude Monet y Jeff Wall. La
feliz coincidencia de que este verano se hayan realizado en Chicago exposiciones
de ambos artistas - el Abraham de la vanguardia y su Jeremias - incita a pensar
acerca de las diversas maneras a través de las cuales cada uno de ellos saca par-
tido de su marco de referencia para subyugar las expectativas de sus audiencias, y
ha hecho mds visible la cosmética que con frecuencia los artistas de vanguardia,
desde el principio al fin, se han aplicado frecuentemente a si mismos con el obje-
to de emanar ese aroma de contemporaneidad que nuestro ambiente artistico

encuentra tan irresistible.

Lo mds cercano a un acuerdo entre
las diversas encarnaciones del van-
guardismo es el desprecio por el Salén
parisino de mediados del siglo XIX, dis-
posicion de la cual Watl y Monet sacan
ventaja. Tan determinante es nuestro
aborrecimiento del Salén que leemos,
juzgamos, admiramos o condenamos a las
obras de arte en términos de un antes y
un después del Salon: ciertas practicas
que toleramos antes del Salon (por ejem-
plo, los temas mitelogicos o religiosos),
no las soportamos ya mds tarde. Y no
obstante, para los academicistas del siglo
XIX, la naturaleza de su desacuerde con
los modernos era sobre todo un problema
de presentacion: {as quejas contra los
proto-modernistas que consiguieron
exporer en el Salon en las décadas de
1860 y 1870 tenian que ver mds que
nada con la falta de “acabado” de sus
pinturas, que algunos leian como la dis-
culpable expresion de una juvenil vitali-
dad, y otros como mera ineptitud. De
hecho, las primeras pinturas de Salon del
joven Monet, como Le Pave de Chailly
(1864) v Camitle (1865) consiguieron un
equilibrio entre las dos lecturas. Pera,
teniendo en mente a Manet, Monet esta-
ba ansioso por presentarse a si mismo
como un talento brillante y apropiada-
mente controvertido. “Provocar un
escandalo” se convertiria en el lema de la
vanguardia, pero también los artistas
emergerntes que participaban en el Salén
precisaban descubrir maneras de llamar
la atencién sobre sus obras, en medio de
cientos de pinturas. El problema princi-
pal para los mds temperamentales era,
por supuesto, conseguir que una obra
potencialmente controvertida sorteara el
obstaculo del jurado de seleccidn. La
dependencia de Monet respecto a Manet
nos da una medida de sus aspiraciones,
pero acabo revelandose desastrosa. Pese

a que el juvenil Le Déjeuner sur |"Herbe
(1865), una version grande y mds bien
banal del Déjeuner de Manet, nunca fue
terminade, Monet propusc sus Femmes
au Jardin al jurado del Salon de 1866; la
pintura, de composicion extrana, trataba
de resolver de algin modo las failas de
su Déjeuner, evocando casi el tipo de
narracion elusiva que le gustaba a Manet
(digo “casi”, pues hasta el dia de hoy ha
sido dificil saber de qué trata esta pintu-
1a). Pero, al fracasar en la imitacion del
acto de equilibrismo de Manet, quien
conseguia mantenerse justamente en el
filo de lo que podia pasar como apenas
aceptable para aquel piblico, Femmes au
Jardin fue asperamente rechazado por el
Salén, y el escandalo que su autor pre-
tendia provocar no se produjo.
(Eventualmente Monet produciria unas
pocas pinturas expresamente calculadas
para ingresar en el Salén de 1880, en un
momento en que sentia gue necesitaba
cimentar su reputacién como artista
serio y maduro.)

En las décadas de 1870 y 1880, un
modesto mercado se abriria para el arte
contrario al establishment, apoyado en
virtud de su “sinceridad” por los par-
tidarios de Zola: los réfusés se con-
virtieron en los indépendents. Después
de romper con el Salén, la produccion
crecientemente experimental de Monet
afirmé su autonomia. La falta de conso-
nancia de los paisajes de esta década ha
sido presentada a audiencias de mentali-
dad mds moderna como el producto na-
tural de la pincelada del genio en bruto
y sin prejuicios. Sin embargo, conside-
rando que sabemos que Monet destruyo
muchas pinturas suyas que no estaban a
la altura de sus expectativas, uno se pre-
gunta por qué su minucioso filtro dejé
pasar los numerosos ensayos fracasados

que el Art Institute orgullosamente exhi-
biera en piiblico por primera vez. Quizds
su vision estética fuera demasiado radi-
cal incluso para su propio juicio estético,
quizas el tuviera que producir pinturas
en masse cuando sufria presiones
financieras. Pero tal vez Monet decidié
conservar justamente lo que nosotros
pensamos que deberia haber descartado,
y viceversa, Mi argumento consiste en
que las decisiones pictéricas de Monet
en sus paisajes plein air de este periodo
fueron hasta cierto punto de tipo reacti-
vo. Su motivacién podria haber sido
mostrar a sus espectadores lo opuesto de
aquello que estaban acostumbrados a ver
en una pintura acabada, y sus pinturas
“fracasadas” conseguian hacer ésto de la
mejor manera; mas alld de su caracteris-
tico tratamiento del color, Monet fue
suficientemente inteligente para hacer
que parecieran pintadas extremadamente
répido, para evitar los centros de aten-
cion visuales y narrativos, para ignorar
la perspectiva escogiendo vistas que no
contuvieran ortogonales en profundidad,
y para abstenerse de la dinamica compo-
sitiva de modo que las imdgenes fueran
desequilibradas pero a la vez estaticas.
Es probable que las pinturas fracasadas
de Monet hayan sido hechas con la
intencion expresa de ser completamente
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ldnguidas, como de hecho lo son.

Se dice que la vanguardia genuina ter-
miné en las trincheras de la Primera
Guerra Mundial. No obstante, su espiritu
aun estd vagando, alimentando cada
aspecto de nuestro mundo del arte,
desde las escuelas hasta el mercado.
Pero los iltimos vastagos vanguardistas
comparten menos un manifiesto que una
actitud formadora de gustos: la de sim-
patizar en principio - dado el descrédito
en que han caido la verdad y la belleza
como finalidades estéticas - con
cualquier practica que pueda ser tomada
en su momento como expresion de lo
contemporaneo y lo progresista, y con-
siderada en consecuencia como rele-
vante. Jeff Wall ha probado ser muy efi-
caz en convencernos de que su trabajo
pertenece a esta categoria. Sus tipicas
cajas luminosas son paradigmas del buen
gusto contempordneo: son originales,
espectaculares, elegantes, tecnoldgica-
mente al dia, y, por encima de todo (en
el espiritu de Manet) abordan los
grandes temas del momento: la politica
moderna, las relaciones sociales predato-
rias, el comercio, la alienacién existen-
cial, la alteracion de la naturaleza, los
suburbios. Y, manteniéndose en los tér-
minos del protocolo de la vanguardia, no
podria haberse omitido tampoco lo con-

troversial: desde su alma vanguardista
Wall proclama “... producir imagenes a la
manera tradicional... aunque... con un
efecto opuesto al de las imagenes técni-
cas/tradicionales... lo opuesto especifico
de la pintura”. Adecuado a la etiqueta
postmoderna, Wall quiere evitar la patina
mistificada de la pintura hecha a mano,
pero al mismo tiempo quiere “...recupe-
rar el gran arte de los museos”. El con-
troversial giro de Wall consiste en adop-
tar el tropo mds reverenciado por los
academicistas del Salén y mas desprecia-
do por los primeros modernistas: la ale-
gorfa. Sus representaciones alegorizan el
pathos de la vida contemperdnea con los
mismos instrumentos con los cuales los
cuentos de hadas del Salén alegorizaban
los ideales de la moralidad burguesa. La
formulacién y decodificacion de las ale-
gorias del Salon requeria competencia en
los textos cldsicos y biblicos: la excelen-
cia artistica se tomaba tanto como una
funcién de las habilidades técnicas del
pintor como de su erudicién.
Aproximadamente lo mismo puede
decirse de la escuela contemporanea de
arte critico que Wall ejemplifica tan
bien, con la reserva de que la “habilidad
técnica” ya no se asocia con la destreza
de la mano sino con la adhesién a los
valores de produccion del arte concep-

Jeff Wall

Dead Troop Talk, 1991-92,

cibachrome transparency, fluorescent light,
aluminum display case, 90 x 164.25 in,

Courtesy Marian Goodman Gallery, New York.

Las Tropas Muertas Conversan, 1991-92,
transparencia en cibachrome, luz fluorescente,

caja de aluminio, 229 x 417 cm.

Cortesia de la Galerfa Marian Goodman, Nueva York.
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Jeff Wall

The Giant, 1992,

cihachrome transparency, fluorescent light,
aluminum display case, 19.5 x 23 x 4.75 in,

Courtesy Marian Goodman Gallery, New York.

La Giganta, 1992,
transparencia en cihachrome, luz flucrescente,
caja de aluminio, 50 x 60 X 12 cm.

Cortesta de la Galeria Marian Goodman, Nueva York.

tual, v que los textos favoritos son ahora
los de algunos autores europeos como
aquellos a los cuales, previsiblemente, se
alude en el catdlogo de esta exposicién:
Adorno, Lacan, Todorov, Huizinga,
Meyerhold, Bakhtin, Blanchot,
Shklovsky, y, por supuesto, Benjamin. Si
algo prueba Wall, es lo inadecuado de la
estereotipica nocioén de que el van-
guardismo estd contrapuésto por esencia
al academicismo del Salén: la vanguardia
se ha vuelto nuestra Academia, y las
explosivas exposiciones de nuestros dias
o son sino ocasiones para unirse al par-
tido de la revolucién institucionalizada.

Pero hay poderosas razones por las
cuales Manet, por ejemplo, fue tan inci-
sivo en su desmantelamiento de las
hipdcritas alegorias que tanto deleitaban
a su medio social, y por las cuales Monet
se aparto de ellas por completo: la ale-
goria substituye la presentacion estética
por la complicidad retérica. En la ale-
goria el significado es diferido y velado;
no puede ser deducido de la experiencia
de la obra de arte. Y ya que las audien-
cias deben resignarse a que se les diga lo
que se quiere significar, las contradic-
ciones implicadas en el contexto de la

Sigue en la pagina 148
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AA BRONSON

Mirror Mieeor i
AA Bronson on Chrysanne Stathacos & Anne de Cybelle (part 2)*

* Part 1 appears in Chrysanne Stathacos: “...and so beautiful”, Lombard/Freid Fine Arts.

During a recent sojourn in the little town of Mamallapuram (population: 9,200), just south of Madras, in the

state of Tamil Nadu, perched on the sea shore, populated by a most exceptional grouping of 7th and 8th century
Palavian rock temples and the most exquisite Tamil boys, Chrysanne Stathacos, traveling wth a homosexual companion
(whom she likened to a “Raj”), divided her time equally between excursions in search of Saivite lingams,

ritual trees, and abodes of the goddess Parvati.

Mamallapuram was dominated by a shoulder of rock which contained the town within a vast amphitheater of primordial
presence. Massive rocks, the size of houses, were littered along its angled crest, some hollowed into shrines, others
carved into elaborate temples imitating the wooden structures of an earlier time. In the Tirumurti Temple, at the far
Northern tip of this undulating mass, Chrysanne returned to view the eight-sided rock lingam: it vibrated under her
touch. A relief of Parvati, Siva's wife, located immediately behind the lingam, had its yoni rubbed and blackened (by

soot? by ash?) into a greasy spreading hole, a sacred but visceral object of devotion.

Chrysanne sat on the temple steps - steps which were of one piece with columns, interior walls, painted ceilings and the
massive roof, one also with the lingam, which vibrated behind her. Her companion snapped her picture. For once they
had escaped the cacophonous flurry of rabid post-card sellers, dealers in cheap cottons, small stone carvings, and san-
dals of questionable life span. Only the hum of the lingam filled her ears.
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AA BRONSON

Espbeto, tspejo...

Chrysanne Stathacos y Ana de Cibeles por AA Bronson (2 da Parte)*

* La primera parte aparecié en Chrysanne Stathacos: ...y tan hermosa, Lombard/Fried Fine Arts.
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En el transcurso de una estancia reciente en el puebito de Mamallapuram (poblacién: 9200 habitantes), algo al sur de
Madras, en la provincia Tamil Nadu, encaramado en la costa maritima, habitado por un grupo de lo mas excepcional de
templos Palavianos hechos en roca del siglo séptimo y octavo y por los muchachitos Tamil mas exquisitos, Chrysanne
Stathacos, viajando con un acompafiante homosexual (a quien ella comparaba a un “Raj"), repartié su tiempo equitati-
vamente entre excursiones en busca de lingams Saivite, arboles rituales, y moradas de la diosa Parvati.

Mamallapuram estaba dominado por un promontorio rocoso que contenia al pueblo, y en su interior, un vasto
anfiteatro de presencia primordial. Habia rocas gigantescas, del tamafio de casas, esparcidas a lo largo de su cresta
angulosa, algunas excavadas en santuarios, otras cinceladas como elaborados templos imitando las estructuras de
madera de un tiempo pretérito. Al templo Tirumurti, en la extremidad Norte de esa masa ondulante, Chrysanne volvia
para ver el lingam rocoso de ocho lados, que se estremecio al ser tocado por ella. Un relieve de Parvati, la esposa de
Siva, ubicado inmediatamente detras del lingam, tenia su yoni raspado y ennegrecido, quizas por el tizne o por la
ceniza, lo que lo tornaba un dilatado agujero grasoso, un objeto de devocién sagrado, pero visceral.

Chrysanne se sent6 en los escalones del templo, que junto con las columnas, las paredes interiores, los cielorrasos pin-
tados y el techo imponente formaban parte de una sola pieza, como asi también el lingam, vibrante detrds de ella. Su
compariero le tomo una instantanea. Por un momento se habian escapado del aturdimiento cacofénico provocado por
los feroces vendedores de postales, los traficantes de tejidos de algodén barato, pequenas tallas en madera, y san-
dalias de dudosa duracién. Solamente el zumbido del lingam colmaba sus oidos.
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At the Shore Temple, the most spectacular of Mamallapuram’s sites, with its double Siva spires punctuating the long
stretch of beach, tourists milled in confusion. Indian tourists from the North, with cellular phones and video cameras,
posed pictures of their preppie families with exotic Westerners in hippie drag, or better yet, Westerners affecting the
dress of the lower castes, or even Siva devotees, got up in bedraggled lunghis, bare chested, rastaed hair, garlands of
marigolds around their necks, smears of red pigment and ash proudly displayed on their foreheads. Together they
peered through the heavy grated doors at the remains of these three most precious shrines, two to Siva—one with a six-
teen-sided black basalt lingam, the other with a shallow circular indentation in the floor, an invisible lingam in fact—
and in the third a sleeping Vishnu, sleeping on the coils of the ubiquitous cobra.

So Chrysanne posed with two Indian children, at the request of their delighted father, in front of the grate to her}
beloved lingam, the little boy with his red baseball cap proudly sideways, the girl with her red ruffled skirt. (Indian girls®
of the “better” families were frequently dressed in a sort of mock-Spanish splendor, Chrysanne noted.)E
After two weeks languishing in Mamallapuram, Chrysanne insisted on seeing the sights. They rented a car and
driver for a three day excursion to nearby Kanchipuram, one of the seven holy cities, site of a thousand temples and
ten thousand lingams, coincidentally a center for handloomed silks: the local specialty was a shimmering border of?
24 karat gold thread, spun into the most intricate traceries of birds, beasts and arabesques. Together they sat = 2)
cross-legged on the floor of the finest sari shop (A.S. Babusah, Silk & Lace Cloth Manufacturers). As the salesman
brought out increasingly elaborate saris, the extent of their fetish began to dawn on him. Assisted by three
of those quick-limbed Tamil bays, he flipped open sari after sari with a deft theatrical touch, culminating finally ina
devastating wedding sari of gold and white, a rich creamy froth of miniaturized decoration covering all six meters.
Chrysanne’s companion was captivated. The sale was made.

The Brahmin priest at the Ekambaresvara Temple,

who alighted on them halfway through their circumambulation of the massive colonnade, punctuated by shrines,

insisted on performing a ceremony more elaborate than most. He led our duo into the innermost shrine of his keeping

(the main shrine, which featured a famous lingam of earth, was off-limits to non-Hindus) and after the usual sequence

of chanting, little fires, incense, and so on, had our friends circle the altar five times, while meditating on their

innermost wish. Chrysanne was astonished to find the altar flanked by two enormous gold-framed mirrors

(could they possibly be Twelfth Century?), which repeated the idol of dancing Siva into infinity. She found herself in

Anne de Cybelle’s famous mirrored room, transported from India to France, from the Twentieth Century to the

4) Nineteenth (or was it the Twelfth?). The video phone in front of her rang. On the miniaturized screen she saw the
Brahmin priest; he was giving advice on the future: in two and a half years she must return to this place;

she would find her life transformed; marriage was a strong possibility; every time she bathed she must put the red
pigment on her forehead and remember her wish; the idol of the dancing Siva repeated a thousand times
represented each of the 986 shrines to Siva in Kanchipuram; she had visited them all, made the most sacred
circumambulation of the city; she was ready to visit the temple of the Goddess.
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En el Templo de la Costa, el lugar mas espectacular de Mamallapuram, con sus agujas dobles de Siva puntuando la
larga extension de la playa, los turistas se arremolinaban confusamente. Turistas hindues del Norte, con teléfonos
celulares y camaras de video, posaban para fotos con sus conservadoras famillias junto a exéticos occidentales dis-
frazados de hippies, o mejor atin, occidentales luciendo el uniforme de las clases mas bajas, o inclusive devotos de
Siva, envueltos en andrajosos lunghis, de pecho hundido, pelo pegajoso, con guirnadas de caléndulas rodeandoles los
cuellos y manchas de pigmento rojo y ceniza orgullosamente distribuidas en sus frentes. Juntos fisgoneaban, a través
de las pesadas puertas enrejadas, los despojos de esos tres preciosisimos santuarios, dos de ellos dedicados a Siva -
uno con un lingam basaltico de dieciséis facetas, el otro una somera muesca en el piso, un lingam invisible - y el ter-
¢cero una Vishni durmiente, adormecida en las espirales de la cobra omnipresente.

'3Chrysanne poso, a pedido de un padre contentisimo, con dos nifios hinddes, frente a la reja de su amado lingam. El

enito con su gorrita roja de beisbol pretenciosamente ladeada, la nena con su pollerita fruncida roja (Chrysanne noté

_que las nifias hindues de las “mejores” familias son frecuentemente vestidas por sus padres en una suerte de parédico

‘ splendor hispanico).

espués de languidecer dos semanas en Mamallapuram, Chrysanne insistié en recorrer los paisajes y las vistas.

2) Alquilarorl un auto con chofer para hacer una excursién de tres dias a la cercana Kanchipuram, una de las siete ciu-
dades sagradas, morada de mil tem-plos y diez mil lingams, V, coincidentemente, un centro para el comercio de sedas
hiladas a mano: la especialidad local era un reborde resplandeciente de hilo dureo de veinticuatro quilates, hilado en
intrincadisimos trazados de pajaros, bestias y arabescos. Juntos se sentaron, con las piernas cruzadas, en el piso de la
mejor tienda de saris (A.S. Babusah, Silk & Lace Cloth Manufacturers). Mientras el vendedor desplegaba saris cada vez
mds elaborados, la profundidad del fetichismo de la pareja comenzé a subyugarlo. Asistido por tres de esos desgarba-
dos muchachitos tamiles, abria repentinamente y con diestra teatralidad un sari tras otro, culminando finalmente en

i un sari nupcial desvastador, blanco y dorado, cubierta la totalidad de sus séis metros por una espuma cremosa de dec-

i oracion miniaturizada. El compariero de Chrysanne estaba entregado. La venta era un hecho.

s e

e 0 e

El sacerdote Brahmil del templo Ekambaresvara, quien los abordé a mitad de camino durante su recorrida del gigan-
tesco peristilo puntuado por santuarios, insisti6 en realizar una ceremonia mas elaborada que muchas otras. Nuestro
duo fue conducido por él al recéndito santuario bajo su tutela (el acceso al santuario principal, depositario de un
famoso lingam de tierra, se encontraba vedado para quienes no fueran hinddes) y luego de la usual sequidilla de can-
ticos, fueguillos, incienso y demds cosas, el sacerdote hizo que nuestros amigos circundaran el altar cinco veces medi-
tando sobre sus intimos deseos. Chrysanne estaba sorprendidisima de descubrir que el altar estaba flanqueado por dos
enormes espejos enmarcados en oro, quizds del siglo doce, que repetian infinitamente al dolo Siva danzante. Se
encontré a si misma en el famoso cuarto espejado de Ana de Cibeles, transportado de la India a Francia, del siglo
veinte al diecinueve (;0 al doceavo?). El teléfono-video soné frente a ella. En la pantalla miniaturizada vi6 al monje
Brahmin, quien la aconsejaba sobre el futuro: debia volver a este lugar en dos afios y medio; veria su vida
transformada; habia fuertes chances de matrimonio; cada vez que se bafiara debia aplicar pigmento rojo sobre su
frente y recordar su deseo; el idolo Siva danzante repetido mil veces representaba cada uno de los novecientos
altares dedicados a Siva en Kanchipuram; y como ella los habia visitado todos y realizado la sagradisima recorrida
de la ciudad, estaba lista para visitar el templo de la Diosa.

see
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In the 1996 India Handbook published by Trade & Travel it is stated of the Kamakshi Ammann:
"There is little of interest for the non-Hindu to see. Consequently Chrysanne found a refreshmg pauaty’of West s

The Indian scholar introduced Chrysanne to the res
speckled with albino spots, who gratefully accepted a coin fr

Returning to the Ekambaresvara, Chrysanne made a visit t
compound, said to be two thousand years old. Ea‘c'

It is surrounded by a low wall, entered throu
circumambulated the tree five times, and tied two sma
miniature cradles which laced the branches. Her friend the
appeared from his neighboring shrine to watch her perf
returning to the magical mirrored room, although it called
didn’t care. Two and a half years, she thought.

and maybe I'lL i

1)  Chrysanne Stathacos with two Indian children in- 5
front of the lingam at the Shore Temple, Mamallapuram, India. ¢
The famous sixteen-sided black basalt lingam is hidden
behind the wooden grate.

Photo AA Bronson.

Chysanne Stathacas con dos nifios inddes enfrente

del lingam en el Templo de Shore, Mamallapuram, India.
El famoso lingam de basalto negro de dieciséis lados
estd escondido detrds de la verja de madera.

Fotografia AA Bronson.

2) Chrysanne Stathacos with the Brahmin priest,
keeper of the mirrored room at the Ekambaresvara Temple,
Kanchipuram, India.

Photo AA Bronson.

Chrysanne Stathacos con el sacerdote Brahmin, de madera representa un 0
guardidn de la habitacién de espejos en Fotografia Chrysanne Stathacos.
el Templo de Ekambaresvara, Kanchipuram, India.

Fotografia AA Bronson.
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La version de 1996 del Libro de Mano de la India publicado por Trade & Travel declara que en Kaamakshi Ammann
no hay nada mtexesante para ver para los que no sean hindies...”. Chrysanne encontré, consecuentemente, una
de occidentales en éste, su favorito de entre los templos de Kanchipuram, dedicado a Kamashi,

e aman”, consorte de Siva. Kamashi ampar6 a Chrysanne bajo su favorable tutela. Mientras su
G un anciano erudito, que le conté la historia de la batalla de Parvati con el dragén - cuyos
qui - Chrysanne vago aliviada por el recinto, bajo el arbol de los deseos, del que penden
agl na simboliza el pedido por un nifio), y pequefias cunitas pintadas (cada cunita
deseo realizado). Roded el estanque ceremonial con sus guardianes tallados, bajo el
a, que dem’arcaba el sagrario que cobijaba en su interior Trahé amistad con el

sco mango que descansa en el centro del recinto del temp-
10s. Una variedad de mango diferente es provista por cada una

Page 134/135 Pdgina 134/135
Chrysanne Stathacos
1-900-Mirror Mirror...,

ravelling instatlation at
University of the Arts, Philadelphia.
Courtesy of Lombard/Fried Fine Arts,
ew York.

1-900-Mirror Mirror...,
_ Noviembre, 1995,
‘una instalacién itinerante de
Chrysanne Stathacos.
Universidad de las Artes, Filadelfia.

Nueva York.

Cortesia de Lombard/Fried Fine Arts,

Naovember, 1995,

Installation with interactive videophone
in a printed mirrored infinity chamber,
at Art Metropole, Toronto.

Courtesy of Art Metropole, Toronto.

1-900-Mirror Mirror...,

una instalacién de Chrysanne Stathacos
con video-teléfono interactivo en una
cdmara de espejos infinita impresa.

Art Metropole, Toronto, Noviembre de 1995.
Cortesia de Art Metropole, Toronto.
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Intert

out
dit par un pRrsor

consid

e

comme ( : 2 ))

Tenho tido dores de cabeca terriveis. Meu cérebro (ao menos foi o que li) produz uma série de toxinas que a cada
trés anos, devido a um fenomeno puramente fisioldgico, alcancam um nivel insuportavel em meu sangue desencadean-
do severissimas dores de cabeca. Meu médico me diz que ndo hd nenhuma dor como a minha. Mas ndo hd remédio para
minha dor (exceto soniferos, é claro) - como nao ha para dor alguma. A cada dois dias, a cada dia, duas, trés ou quatro
vezes por dia (embora geralmente a noite), ela vem, por trés, quatro, cinco horas. Sempre no lado direito da cabega:
pode-se ver a artéria bombeando febrilmente todo meu sangue intoxicado. Além de tomar os remédios de praxze, corto
cigarros, cafeina, chocolate, citricos, compro umas ervas, tomo vdrios banhos quentes por dia e ao fim desligo todas as
luzes do apartamento e soco minha cabega repetidas vezes contra o travesseiro. Desconfio que um baseado pudesse de
alguma forma aliviar a dor, acalmar a artéria enlot ida. Mas pela possibilidade (ainda que remota) de um efeito
contrdrio explodir enfim minha cabeca (uma anti ' it@incorporada ao meu imagindrio).

Desta vez, entretanto, preciso escrever. U ficil escrever é porque o sujeito se sente, ao
escrever, tdo completamento sé. Deito na cam indo cada canto do meu corpo, e me esforco
para pensar em belas coisas para escrever. ! gzes, frases tanto sdbias quanto poéticas - em
portugués, em inglés. Meu destino é que naofppsso ir ao com egistra-las: a luz da tela me cegaria para todo o 140 < 141
sempre. Entdo luto para memorizd-las. Mas o texto € [ ‘de finapoesia e aguda andlise que nao permanece comi-
go até a manha seguinte. Como se apenas a linguagem da mais extrema e agonizante dor pudesse suporta-lo. Na manha
sequinte, abro o computador e tudo se foi.

Por alguma razao, na dor, insisto em permanecer s6. Nao que deseje estar so (my skin, your touch, I dreamt), mas o
que desejo estd além - o objeto do desejo estd sempre onde naoc estou. Penso num sujeito vagando pelas ruas, noite
solitaria ap6s noite solitdria. Seu olhar corre as ruas como se fossem paginas escritas, e cada sinal das ruas pelas quais
vagueia lé: no, no, no. Para onde apontam os sinais? 0 flaneur da rejeicao lé no, no, no. Quem escreve esses sinais?
Eventualmente o sujeito retorna para casa e para cama, mas (naturalmente) nao consegue dormir. Talvez por temor do
objeto de seus sonhos: ninguém. A noite, entdo, quando tudo assume uma dimensdo monstruosa e labirintica, ele pensa
em todas as iniciais de seu alfabeto, imaginando todos os nomes que poderiam ter abreviado.

ADRIANO PEDROSA

A esséncia do sujeito solitério é introspectiva (ainda que por vezes possa disfarca-la). E timido, insequro e romanti-
co. Além de ser dado a ins6nias, tem alergias e toma vdrios comprimidos e pilulas de cores e texturas diferentes por dia.
Tem hordrios e habitos alimentares proprios e sua casa € organizada conforme uma racionalidade peculiar e rigorosa.
Recusa-se a ver televisao e evita falar ao telefone. Tem varios livros (dos quais leu ao menos o primeiro pardgrafo de cada
um e admirou todas suas flguras) embor iquesseragler sem € dggs mesmos. Gosta de andar de taxi e viajar
i pgsitalmente deixadas em branco. E magro,
tem quase dois metros, e esta na casa d 3 em espelhos. Sua cor predileta é o bran-
co e seu numero de sorte, o sete, 0 s ¢ ido algo (um objeto). Como ndo poderia
deixar de ser, ndo gosta muito de ser séi{talvez isso sejan dica iria, ele pensa consigo proprio). 0 sclitdrio
¢ inconformado.

A economia da soliddo é traigoeira. [@isolidae permanece naquele estado onde ainda ver-
dadeiramente acredita e espera que encontrard um outro que ird corresponder plenamente a sua auto-imagem idealiza-
da, e, mais ainda, que esse outro ird, por sua vez, perceber no sujeito sua propria (a do outro) auto-imagem idealizada.
0 amor (isto €, o verdadeiro amor) estd condicionado por um modelo de espelhamento, um modelo de uma assustadora
e sinistra simetria. Dois espelhos solitdrios que perfeita e idealmente refletem um ao outro. 0 solitdrio permanece a um
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Intertexto: {
ut FeciNdoit étfe consid@gé comme
dit par un pRrsorqagelde ( 2 )

ADRIANO PEDROSA

I've been having awful headaches. My brain (or so I read) produces all these toxins which every three years, due to a purely physio-
logical phenomenon, reach an unbearable level in my blood causing excruciatingly painful headaches. My doctor tells me there is no pain
like mine. But there is no medicine for my pain (except soporifics, of course) - is there ever? Every other day, every day, two or three
times a day (though usually at night), it comes, for three, four, five hours. Always on the right side of the head: you can see the vessel
feverishly pumping all that intoxicated blood of mine. Besides taking reqular drugs, I drop cigarettes, caffeine, chocolate, citrus fruit,
buy a couple of herbs, take several hot showers a day and at last turn off all the lights in my apartment and repeatedly pound my head
against the pillow. I suspect a joint would somehow
one) of the counter-effect exploding my head (an

This time, however, I must write. One reason
night, my excruciating pain consuming every piec
over and over again, sentences at ance poetic and
record them: the light of the computer screen wou
derful poetry and acute analysis that it cannot sta
bear it. The next morning I start the computer and t!

For some reason, in pain, Linsist on being alone. Not that I desire to be alone (my skin, your touch, I dreamt), but the one T desire
is beyond - the object of desire is always where I am not. I think of a character wandering through the streets, lonely night after lonely
night. His gaze scans the streets as if they were written pages, and every sign on the streets he wanders through reads no, no, no. Where
do these signs point to? The flaneur of rejection reads no, no, no. Who writes them? Eventually the character goes home and back to bed,
though (naturally) he can’t sleep. Perhaps in fear of the subject of his dreams: no one. So at night, when everything takes on a mon-
strous and labyrinthine dimension, he thinks of all the initials of his alphabet, imagining all the names they could have stood for.

my image-repertoire).

ls, while doing it, completely alone. I lay in bed at
f beautiful things to write. I actually phrase them
. My fate is that I cannot go to the computer and
d to memorize them. Yet the text is so full of won-
the language of extreme and agonizing pain could

The essence of the solitary character is an introspective one (although sometimes he may disguise it). He is shy, insecure, and roman-
tic. Besides his insomnia, he has allergies and takes several pills and tablets of various colors and textures a day. He has his own diet and
schedules, and his home is organized according to an odd though rigorous rationale. He refuses to watch TV and avoids talking on the
phone. He has several books (of which he has read at least the first paragraph of every single one of them and has admired all their pic-
tures), although he always reads the same few ones. He likes to take cabs and to travel on his own. He records things and takes notes
daily, though several pages are purposely left blank. He is thin, almost 6 feet tall, and is in his thirties. He's vain, though he doesn’t
trust mirrors. His favorite color is white, and his_lucky number, seven. The solitary subject is permanently longing for something (an
object). And of course, he doesn't like to be lon he thinks to himself). The solitary subject can’t
get over it.

The economy of loneliness is a treacher
and believes he will find an other who migh
also perceive in the subject his own (the ol
fearful and uncanny symmetry. Two lonely m
in regards to the mirroring tale, and safequa
Only sex does (and only insofar as sex is restri the desire of self and other becoming one, the
ultimate jouissance as it were, is gone). The demand for love (as opposed to the neCessity of sex) is always a lesson in frustration and
humiliation, and the search for the lost object (love) always ends in the discovery of its absence.

Although he is always one step away from disillusionment, the solitary subject doesnt believe in any of this. He says: I listen to your
ravishing story, but in the end, it does not convince me. Other stories entice him more. He lays in bed and waits for his object (lone,
ready), eager to become the object of his object's desire. He writes: Whatever you desire, what ever you want, I am here, ready to serve you.
Meanwhile he returns to his pain (the finest pleasure, after all). There is no medicine that suffices the solitary subject. Or perhaps there
is one: the plenitude of sleep.

one, This is the story: in f@neliness, the
ly correspond £@ his ideal self-image,

ject remains in a stage where he truly hopes
, even more so, that this other in turn might
is) relies on a mirroring model, a model of
itary subject remains at once naively qullible
doesn't really exist (you can’t change that).

Continued on page 148
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6 tempo ingenuamente crédulo em relagao ao conto do espelhamento, e salva-guardado de suas armadilhas e artima-
nhas. Porque o amor nio existe mesmo (ndo se pode mudar isso). S6 o sexo (e apenas na medida em que o sexo esteja
restrito a uma troca basica e material, onde o desejo de fusdo, sujeito e outro se tornando um, o gozo ultimo, se foi). A
demanda por amor (em contraposicao a necessidade do sexo) é sempre uma licio de frustracdo e humithagéo, e a busca
pelo objeto perdido (o amor) sempre termina na descoberta de sua auséncia.

Embora esteja sempre a um passo da desilusdo, o sujeito solitério no cré em nada disso. Ele diz: Escuto sua estoria,
mas ao fim e ao cabo, dela nao me convenco. Outras estérias o seduzem mais. Ele se deita na cama e aguarda seu obje-
to, (lone, ready), ansioso por se tornar o objeto do desejo de seu objeto. Ele escreve: 0 que vocé desejar, o que vocé quis-
er, eu estou aqui, pronto para servi-lo. Nesse meio tempo, retorna a sua dor (o mais fino prazer afinal). Nao ha remédio
que chegue ao sujeito solitario. Ou talvez haja um: a plenitude do sono.

A nogao de intertexto é aqui usada e manipulada com o
intuito de gerar uma alternativa aos modos tradicionais
de escrita de arte. O intertexto € o texto que se interpde
entre o escritor (o critico) e seu objeto de consideragdo (a
obra de arte). Trad1c10nalmente, € o texto tedrico de

¢ao, no entanto, €
xto, refletindo
ya. O intertexto
meu texto

é entdo um
resultante), em

alg tras referéncias ocasionais
podem ser detectadas (Roland Barthes Ali Behdad, Italo
Calvino, Joan Copjec). Um tanto no espirito de Michel De
Certeau e da leitura (e da escrita) como “invasao”, optei
por nao incluir notas de rodapé no que diz respeito a essas
outras referéncias.

(José) Leonilson nasceu em Fortaleza, em 1957. Mudou-se
para Sdo Paulo em 1961, onde passou a maior parte do
resto de sua vida. Estudou arte educagdo na Fundagao
Armando Alvares Penteado (FAAP), embora nunca tenha
concluido o curso - em vez disso, viajou para a Europa,
onde morou por um ano em Madri e Mildao em 1981-1982.
De volta ao Brasil, expds com as galerias mais impor-
tantes: Galena Lulsa Strma, Sao Paulo, Thomas Cohn Arte
RiC ane ég representaram.

ido identificado
seus trabalhos

mais fortes (e ram a forma de
desenhos, objel goes. Leonilson
morreu 1993, Clc da AIDS. Sua

obra tem sido orga ataloge
Leonilson, sob a coordenaqao de Regina Teixeira de
Barros. Lisette Lagnado, a primeira coordenadora do
Projeto, curou recentemente uma retrospectiva da obra do
artista para a Galeria de Arte do SESI, Sdo Paulo, que foi
acompanhada por um catalogo. Neste inverno, alguns tra-
bathos de Leonilson foram vistos no Project 53 do Museum
of Modern Art, Nova York, numa exposicdo com o artista
Oliver Herring.
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Leonilson

1)  Ninguém, 1992,

hordado sobre traverseiro, 24 x 47, 5 cm.
Cortesia do Projete Leonilson. Col. de Isa Pini.
Foto Romulo Fialdini.

Nobody, 1992,

embroidery on pillow, 9.6 x 19 in.

Courtasy of Prejeto Leonilsan. Coll. of Isa Pini. 7
Photo Rémulo Fialdini.

2)  E Puerto, 1992,

bordado sobre tesido sobre espelho, 23 x 18 cm.

Cortesia do Projeto Leonilson,

Col. de Theodorino Torquato Dias e Carmem Bezerra Dias.
Foto Rémulo Fialdini.

Texta "leo, 35, 60, 179, the harbour”,

The Harbour, 1992,

embroidery on fabric on mirror, 9.2 x 7.2 in.

Courtesy of Projeta Leonilsen.

Coll. of Theodorino Torquato Dias e Carmem Bezerra Dias,
Phata Ramulo Fialdini.

Text “leo, 35, 60, 179, the harbour.”

3) JL 35 1993,

bordado sobre voile, 15, 5 x 15, 5 ¢,

Cortesia Projeta Leonilson.

Col. of Theodorino Terquato Dias e Carmem Bezerra Dias.
Foto Rémulo Fialdini,

J.L 35, 1993,

embroidery on voile, 6.2 x 6.2 in.

Courtesy of Projeto Leonilson,

Coll, of Theodoring Torquata Dias e Carmem Bezerra Dias.
Photo Rémulo Fialdini.

&)  Empty Man, 1990,

tecnica mista, 54 x 37 cn.

Cortesia do Projeto Leonilson.

Textos “empty man, lone, ready;” “34 con scars”.

Empty man, 1990,

mixed medium, 21.6 X 14.8 in.

Courtesy of Projeto Leonilson.

Texts “empty man, lone, ready;” “34 con scars.”

5) Al the Lonely Nights, 1990,

nanquim e tinta dourada sobre papel, 30,5 x 22,5 cm.
Cortesia do Projeto Leonilson. Col, de Adriano Pedrosa.
Foto Rémulo Fialdini.

Texto “no, no, no”.

All the Lonely Mights, 1990,

black and golden ink on paper, 12.2 x 9 in,

Courtesy of Projeto Leonilson. Coll. of Adriano Pedrosa.
Photo Rémulo Fialdini,

Text "no, no, no.”

6) 0 Dia do Herdi,

sem data, bordado sobre feltro, 104 x 156 cm.

Cortesia de Projeto Leonilson. Col. da Familia do Artista,

Textos “my skin, your touch, i dreamt;" “loss, lone;” * tenderness is dust.”

The Day of the Hero,

embroidery on felt, 41.6 x 62.4 in.

Courtesy Projeto Leonilson. Coll. of the Family of the Artist.

Texts “my skin, your touch, i dreamt;” “loss, lone;” * tenderness is dust.”

7) 0 queV. Quiser.., 1991,
bordado.
Cortesia do Projeto Leonilson, Col. de Marcantonio Vilaga.

Whatever you Would Want..,, 1991,
embroidery.
Courtesy of Projeto Leanislon. Coll. of Marc io Vilaga.










(Intertexto: (1)J.L.(2))

The notion of the intertext is here used
and manipulated to generate an alterna-
tive to traditional modes of art writing.
The intertext is the text which is inter-
posed between the writer (the critic) and

some of J.L.
intertext, ref

detected (Roland Barthes, Ali Behdad,
Italo Calvino, Joan Copjec). Somewhat in
the spirit of Michel De Certeau’s reading
(and writing) as poaching, I have chosen
not to footnote them at all,

(José) Leonilson was born in Fortaleza,
Ceard, in the Northwest of Brazil, in
1957. In 1961 he moved to Sao Paulo
where he was to spend much of the rest
of his life. He studied art education as an
undergraduate at Fundagao Armando
Alvares Penteado (FAAP), though never
concluded the course - he went to Europe
instead, where he lived for a year in
Madrid and Milan in 1981-82. Back in
Brazil, he showed at the most prominent
galleries (Galeria Luisa Strina, Sao Paulo;
Thomas Cohn Arte Contemporanea, Rio de

died in 1993, at the age of 36,0f AIDS-
related causes. His work is now being
organized and catalogued by Projeto
Leonilson, under the direction of Regina
Teixeira de Barros. Lisette Lagnado, the
Projeto’s former director, recently curated
a retrospective of the artist’s work for
the Galeria de Arte do SESI, Sao Paulo,
which was accompanied by a catalogue.
This winter, some of Leonilson’s works
could be seen in Project 53, at the
Museum of Modern Art, New York, in a
two-person-show with Oliver Herring.

Long After Babel

This doesn’t mean that we have to
relinquish all efforts to bridge gaps, to
facilitate communication across apparent
boundaries. Imagine the artworld as a
gigantic classroom in which thousands of
students are simultaneously invalved in
“bilingual education” or in English,
French, Spanish, Portuguese or Serbo-
Croatian as a second language. In this
classroom, as students ourselves, we
might become a little more tolerant of
transmission and transition and assimila-
tion periods. The artworld offers multiple
opportunities to experiment with putting
ourselves in the position of
“emigrants” or “immigrants” or
“resident aliens,” via our ability to travel
and our choices of what to study, to
write about, to exhibit and to engage.

We have become a planet of migrants
and transients. People still flock to U.S.
shores, but we can no longer just do
“business” - whether banking or art - an
U.S. soil and in “English,” or we risk
becoming irrelevant, solipsistic, sterile
and bankrupt. (5) We can’t escape the
Babel we find in New York. “Kansas”
doesn’t exist anymore, and it was a myth
anyway. (Significant numbers of settlers
in the Midwest spoke German throughout
the nineteenth century.) Physical migra-
tions, international commerce and global
telecommunications have brought the
world to our doorsteps, but, as anyone
truly tuned in to the strangeness of this
world already knows, it’s always been
there. It's only our fearful, homogenizing
eyes, the selective lenses we install, that
turn the world to monochrome. It is only
our willful, stubborn ears that filter out
the “babble” and refuse to hear anything
but our mother(’s) tongue.

El _Partido de

la Revolucién

TSt 0 74 s
Monet y Jeff Wall
en Chicago

representacién se acomodan facilmente.
Las pinturas de Manet afrontaban la
hipocresia de la institucién artistica de
su época, mientras que las pulidas ima-
genes de Wall siguen la melodia de nues-
tro sobreentrenado gusto vanguardista, y
su retérica critica sostiene el pedestal
moralista sobre el cual nuestro ambiente
artistico se coloca a si mismo por derecho
propio.

No se trata de que Wall y sus pares
no se den cuenta de la dificil posicién del
arte critico: la de perpetuar una practica
que sostiene nuestro escasamente virtu-
0so ambiente artistico y su mercado, los
cuales son a su vez tan estrechamente
dependientes del orden que se somete a
critica, es decir, del capitalismo tardio.
Apoyandose en teorias criticas de moda,
Jean-Frangois Chevrier argumenta con un
tono tipicamente criptico, en su ensayo
del catalogo, que una “retérica de la
ambigiiedad” (que deriva de “hacer una
cosa y su contrario al mismo tiempo”)
aumenta el “efecto critico”. Mientras que
ciertamente esta idea conlleva a toda
clase de incoherencias en el mundo extra-
retérico (cuya existencia ha sido, de
todos modos, refutada por el criticalista),
el sentido de “efecto” ha sido dejado sin
definir aqui de manera oportunista, pues
“efecto” puede significar tanto el resulta-
do concreto de una accién (el ideal del
arte “comprometido”) como algo disefiado
para producir una impresién deseada (una
mera pose). En este sentido,

Jeff Wall es, como Monet lo era
hasta cierto punto, un impresionista
de vanguardia.

Al convertirse en sexagenario, Monet
superd su infatuacién con la polémica.
Distanciandose de las generaciones mas
jovenes de vanguardistas, se retirg a su
idilica propiedad de Giverny, donde se
permitié pintar de un modo que hasta
nuestros dias parece estar fuera del curso
de la historia del arte. Sus pinturas se
volvieron conservadoras segin sus estdn-
dares propios, es decir, despreocupadas
por el progreso del mundo. EL Art
Institute reunié casi veinte pinturas del
primer grupo de Nymphéas, una serie de
48 piezas
aproximadamente cuadradas trabajadas
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durante un periodo de siete afios, y
exhibidas por primera vez en 1909.
Vistas juntas en una sala, las reflexiones
electrificadoramente vibrantes de los
estanques de nendfares de Monet
todavia provocan un estruendo en nues-
tro espacio, rehusandose a ser apenas
imdgenes en la distancia, provocando un
cortocircuito de polaridades (el medio

y el color, el tema y el estilo, lo plano y
lo profundo, la imagen y el sentido)
que, al separar lo fisico de lo perceptivo,
hacen que las pinturas sean suaves

e inanimadas.

Quizas en cien anos los historia-
dores y criticos observaran La Gigante
(1995), de Wall, con el objeto de inter-
pretar el arte institucionalizado de
finales del siglo veinte, como nosotros
observamos el Pygmalion de Gérome para
comprender el Salén. Pero sin duda
habré aquellos que prefieran sus
Pigmaliones, sus obras de arte devenidas
a la vida, en la carne, o, dado el caso, en
la pintura. Y para ellos siempre estaran
las Nymphéas.

Traducido por Reweldo Laddaga.

A State of Art:
The Work of Lygia Clark

objects ludically in a playground, or
incarnating the cliché of the artist dor-
mant in everyone, a Sleeping Beauty that
can and should be awakened.

None of this is what Lygia is after: from
spectator to spectator, what she strives
for is that existence be made into a

work of art.

It is true that as an aesthetic propos-
al this is nothing new: one could say that
such an aesthetic dates from the very
beginning of Modernism. But Lygia goes
further: she strives for the de-reification
of individual and collective existence, the
decoagulation of forms, the conquest of
fluidity in the processes of subjectiviza-
tion - to be molded, as she says, to allow
oneself to be unsewn and sewn (10)
through the pullulation of the subter-
ranean work in the strengths/fluxes of
our animal, the germination that occurs
in silence and that demands a body to
come and incarnate it, a body of thought,
of art, of existence, etc.

Lygia proposes an anthropophagic mode
of subjectivization: the animal devouring
the man, another man being born from

this this devouring, ad infinitum.

It is also true that there is nothing new in
proposing to rip apart figures in order to
allow the activating forces in action to
intervene. Such a proposition is formed in
conjunction with modernity, which
reached its highest degree of refinement
with Cézanne. But each artist has his own
way of proceeding in order to do it con-
cretely. What is singular in Lygia’s method
is to have achieved this in the body of the
spectator; she places it on-line with the
forces, close to life. She launches it into
what is coming.

To arrive at this, Lygia had to perfect the
object to the point that it became almost
nothing. This could be understood as a
“non-object,” a concept forged by
Malevich at the beginning of the century,
and in vogue in the ‘60s. Ferreira Gullar
conceived of the Beasts in this way. Lygia
disagreed completely. There is an “almost”
that remains, and this almost is what
essentially mobilizes in the object the
quality that I described in relation to
Drool - what produces, on the body of the
spectator, an experience of the destabi-
lization of his subjectivity, allowing him to
live the form in the moment of his drown-
ing, the moment that is also that of a ger-
mination. Lygia wanted and succeeded in
reducing the mediation of the object to
the bare minimum, the almost-nothing
that produces this effect. Hence her
Relational Objects, her last work.

To produce this effect is, in my opin-
ion, the most significant mark of Lygia’s
work and not simply in the post-Beasts
period. What happens with this mark is
that it is radicalized, achieves greater visi-
bility, revealing its presence from the first
fo the last of Lygia’s work. As with every
mark of the memory of our animal body of
flux/drool, it is eternal, always virtual,
capable of being reactivated at any
moment. It is only meaningful to bring
Lygia back if it means reactivating this
mark, reactualizing its power to open the
state of art to subjectivity in order to con-
taminate contemporary culture: the
prospective outcome of such a mark rather
than a retrospective of her
formalizations.

This is the challenge inherent in any
attempt to exhibit the art of Lygia Clark -
especially when one proposes to include
her objects after the turn in ‘64, daring to
confront their mystery, which is indispens-
able in order to understand her work as a
whole. How can her work's power of pro-
liferation be reactivated today and in
the context of @ museum or gallery? How

can the disruptive voice of the animal that
Lygia left us be made to emerge in

each “visitor?” For now the challenge
remains open...

Translated by Sheila Faria Glaser.

First published in Imagens, N°4, April 1995.

(1) The experience described here is one of the ses-
sions with a group dedicated to the work of Lygia Clark,
initially aimed at the preparation of the retrospective
of her work for the 22nd International Biennial of

Sao Paulo.

(2) Lygia Clark wrote two diaries: a clinical diary
(notes on the "sessions” with the Objetos Relacionais
[Relational Dbjects], her last work) and a personal diary
(three volumes of texr that date from 1955 to 1973). 1
researched this material an two oceasions: tha first time
in 1978, in response to a request from Lygia: to choose
her last work as the topic of my dissertation (Mémoire du
corps) [Memory of the body], defended at the University
of Paris VII), as well as to help her in composing her
text “Objeto Relacional” for the book that Funarte dedi-
cated to her work, I returned te work on the diaries for a
project that was interrupted by her death, which also
meant the end of access to her diaries,

(3) Extract from the personal diary of Lygia Clark that
comprises the book jacket of Artes by Sonia Lins, her sis-
ter (Nova Fronteira: 1995).

(4) An extract from a talk given by Carlos Basualdo at
a round table during the 22nd International Biennial of
S3o Paulo on October 14, 1994,

(5) Letter to Hélio Oiticica dated November 14, 1968,
in Lyaia Clark e Helio Oiticica (Rio de Janeiro:
Funarte, 1987).

(6) “1964: Caminhando,” in Lygia Clark (Rio de
Janeiro: Funarte, col. Arte Brasileira Contemparanea
1980), p. 25.

(7) “1966: NGs recusamos...” [“1966: We refuse...”] in
Lygia Clark (Rio de Janeiro: Funarte, col. Arte Brasileira
Contemporanea, 1980), p. 30.

(8) cf. Paulo Sergio Duarte, “Depoimento a Gldria
Ferreira,” [Deposition to Gloria Ferreira) in Lygia Clark e
Hétio Ofticico (Rio de Janeiro: Funarte/Inape, 1987).

(9) Guy Brett, "Lygia Clark: The Borderline Between Art
and Life,” Third Text (London: no. 1, 1987), p. 94.

(10) “Objeto Relacional,” in Lygia Clark (Rio de Janeiro:
Funarte, col. Arte Brasileira Contemporinea, 1980),
pp. 49-50.
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A Professional Printing Company

2, 4, & 6 COLOR PRINTING e SCITEX SCANNING &
FILM OUTPUT e BINDERY e FAST TURNAROUND

112 FAIRGROUNDS DRIVE/P.O. BOX 60 MANLIUS, NY 13104
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GALERIA DE ARTE

FLORIDA 1000. C.P. 1005. BUENOS AIRES. ARGENTINA
TEL. (0541) 313.8480. FAX (0541) 313.1028

JULIO GALAN

por arte de magia
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GALLERY 530 West 22nd Street, 2nd Floor, New York, NY 10011
Tel 212 741-8695 Fax: 212 741-2379
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ARCO'96

Alemania en ARCO
Germany at ARCO

VIl Encuentros en

el Arte Contemporaneo
8th International
Contemporary Art Forum

ARCO'97

Latinoamérica
Latin America

Bienal Cibernética
1st Cybernetic Biennial

ARCO"98

Portugal
Portugal

Foro Multicultural
1st Multicultural Forum

ARCO"99

[l Bienal Cibernética
2nd Cybernetic Biennial

ARCO’00

Italia
Italy

Il Foro Multicultural
2nd Multicultural Forum
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Feria de
Madrid

IFEMA

Parque Ferial Juan Carlos |

Apdo. de Correos 67067

28067 Madrid

Tels: (34-1) 722 50 17
(34-1) 722 50 00

Fax: (34-1) 722 57 98
(34-1) 722 57 99




Galeria Camargo Vilaca
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DANIEL WIENER
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PROJECT ROOM: ROBERT MELEE

MONIQUE PRIETO
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SOUTH GALLERY

SPRING 1996

CHRISTOPHER GRIMES GALLERY
916 Colorado Avenue, Santa Monica, CA 90401
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Carl Andre
Burt Barr
Jennifer Bartlett
Jonathan Borofsky
Peter Campus
Robert Gober
Robert Grosvenor
Michael Hurson
Zoe Leonard
Julian Lethbridge
Andres Serrano*
The Estate of Tony Smith
Rudolf Stingel
Dan Walsh
Robert Wilson
Jackie Winsor

*Sala Mendoza, Caracas, Venezuela, 10 March - 28 April

Paula Cooper Gallery

155 Wooster Street New York NY 1co12 tel 212.674.0766 fax 212.674.1938
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GALERIA LUISA STRINA

RUA PADRE JOAO MANOEL 974 A SAO PAULO SP 01411-000 BRASIL
TEL 5511 2802471 FAX 55 11 2556995

FERNANDA GOMES, UNTITLED, 1990, 5.25"X 7"X 1.25"

CAETANO DE ALMEIDA
MACIEJ BABINSKI
DORA LONGO BAHIA
GEORGIA CREIMER
ANTONIO DIAS
NELSON FELIX
FERNANDA GOMES
GUTO LACAZ

MILTON MACHADO
CARLOS MARTINS
CILDO MEIRELES
ANTONI MUNTADAS
EMMANUEL NASSAR
IRAN DO ESPIRITO SANTO
JULIAO SARMENTO
REGINA SILVEIRA
EDGARD DE SOUZA
SANDRA TUCCI
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EXPOARTE 96

V Feria Internacional de Arte Contemporéneo
V International Contemporary Art Fair

27 - 30 septiembre Expo Guadalajara 26 - 30 september

Centro de exposiciones

Guadalajara, México

V FITAC

V Foro Internacional de Teoria sobre Arte Contemporéneo
V International Forum on Contemporary Art Theory

27 - 30 septiembre Auditorio, Hotel Continental Plaza 27 - 30 september
World Trade Center

Guadalajara, México

Précticas Dispersas / Dispersed Practices

La Institucion Desplazada...
The Displaced Institution...

Més allé de la Obra...
Beyond the Work of Art...

¢Dinero alternativo?. ..
Alternative currencies?. .

FARCO Fomento Arte Contemporaneo, A.C.
Av. Juérez,385-103.44100 Guadalajara, Jalisco. México Tel.: (52-3)613.9866. Fax: (52-3) 658.2144
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Marina Abramovic

resented by

SEAN KELLY

43 MERCERIS TR EET

NEW YORK N Y 10013
TELEPHONE 212 343-2405
FAX 212 343-2604
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Ammann Zirich % Analix Genéve x Angles Santa Monica x Arauna Madrid % Archives Paris x Arion
Press San Francisco % Ars Futura Ziirich * Art & Public Genéve % Artelier Graz % Artiaco Pozzuoli
Napoli x Artistbook international x Barquet Monterrey x von Bartha Basel x Beaubourg Paris %
Bernier Athens % Beyeler Basel x Bischofberger Ziirich % Blancpain Stepczynski Genéve % Blau
Miinchen % Blondeau Paris x Bloom Amsterdam % Blum New York x Bonnier Genéve % Bonomo
Bari/Roma % Bordas Paris x Brachot Bruxelles % Brandstetter & Wyss Ziirich % Bravin Post Lee
New York % Brownstone Paris x Brusberg Berlin x Buchmann Basel/Kéin x Bugdahn und Kaimer
Diisseldorf x C & M New York x Cannaviello Milano % Capitain Kéin x de Cardenas Milano %
Carpenter Santa Fe x Carzaniga & Ueker Basel % Casoli Milano % Cestio Ziirich * Chomette Paris *
Clairefontaine Luxembourg % Cortez Lishoa % Cottier Sydney * CRG New York x Crousel Paris %
Curwen London % D’Ascanio Roma % D’Offay London % Dabbeni Lugano * Denise René Paris x
Deweer Otegem % Di Meo Paris % Ditesheim Neuchatel x Droscher Hamburg * Durand-Dessert Paris
* Ecart Genéve * Edicions T Barcelona x Emmerich New York x Estrany Barcelona % Fanal Basel %
Farber Amsterdam % Feigen Chicago % Fiedler Koln x Fiay Paris x Flowers London * Forsblom
Helsinki/Ziirich * Franck & Schuite Beriin *x Friedman London x Friedrich Bern % Frith Street
London * Froment & Putman Paris % G7 Bologna % Galerie de France Paris x Galliani Genova %
Gamarra y Garrigues Madrid * Gana Art Seoul % Gian Ferrari Milano * Gimpel Fils London %
Gmurzynska Koln x Gonzalez Madrid * Goodman New York % Grasslin Frankfurt x Gray Chicago *
Greve Koln/Paris/Milano x Haas Berlin x Hachmeister Miinster x Hamiltons London  Hilger Wien
* Hoffmann Friedberg % Holtmann Koln x Horan New York x Hoss Paris x Houk Friedman New York
* Hussenot Paris x Hutton New York * Hyundai Seoul x Invernizzi Milano % Jablonka Koin x
Jacobson London % Jay Jopling / White Cube London % juda London x Kamakura Tokyo % Kerlin
Dublin % Kicken Koln x Kiosterfelde Hamburg x Kliiser Miinchen x Kodama Osaka % van der Koelen
Mainz x Konig Wien % Kraus New York x Krinzinger Wien % Krohn Badenweiler x Krugier Genéve x
Kulli St. Gallen x L.A. Frankfurt x Laage-Salomon Paris % La Citta Verona % Lachmann Koin %
Lahumiére Paris x Lambert Paris x Landau Montreal x Lebon Paris x Lehmann Lausanne x Lelong
Paris/Zirich/New York x Lelong Paris % Limmer Freiburg i. Br. x Linder Basel x Lisson London %
Littmann Basel % Locks Philadelphia x Lohrl Monchengiladbach % Lorenzo Madrid % Lunn New York
* Mader Basel x Mai 36 Ziirich x Mara Madrid * March Valencia x Marcos Zaragoza x Marks New
York * Marlborough London/Madrid/New York/Ziirich x Mathes New York x* Maubrie Paris %
Maximilian Verlag Miinchen x Mayer Diisseldorf x Mayor London » McKee New York x Meert
Rihoux Bruxelles x Meier Genéve x Meyer Karisruhe x Meyer-Ellinger Frankfurt x Minini Brescia x
Miro London * Modulo Lisboa/Porto * Moussion Paris x Mueller-Roth Stuttgart + Miiller Zirich x
Munro Hamburg * Néachst St. Stephan Wien % Nagel Koin x Nelson Paris x New Art Centre London %
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Reichard Frankfurt x Reynolds London x Riehentor Basel x Riverhouse Clark (Colorado) %
Rizzo Paris x Rontgen Tokyo * Ropac Salzburg/Paris * Rothe Frankfurt % Roy Lausanne % Rubin
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* Schoelier Diisseldorf x Sfeir-Semier Kiel x Sheehan New York x Skopia Genéve x Sollertis
Toulouse % Sclomon New York % Springer Berlin x Sprith Koln %
Stahli Zirich x Stampa Basel * zur Stockeregg Ziirich % Stoilz

Kéin/Berlin x Storms Miinchen % Strelow Diisseldorf x Szwajcer *
Antwerpen % Tanit Miinchen /Koln % Templon Paris * Thoman
innsbruck * Thomas Miinchen % Thorens Basel % Torch Amsterdam %
Trayecto Vitoria-Gasteiz x Triebold Basel x Trisorio Napoli %
Tschudi Glarus x Utermann Dortmund % Vallois Paris x Van Orsouw
Zurich % Varenne Genéve * Verna Ziirich * von Scholz Bruxelles %
Wack Kaiserslautern x Waddington London % Weber Ziirich %

Weiss Berlin xWittrock Diisseldorf x Woolworth Paris x
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* Die internationale Kunstmesse. x Le salon international d’art.
* The international art fair. * La mostra internationale d’arte.
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Sowon Kwon

Pina & Via Lewandowsky
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organized by TRANS>.
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If you want to order the first issue TRANS > PRE SUE
of TRANS >, fill in the form below.
We’ll send your copy as soon as Guy Brett on exhibiting Hélio Oiticica
pussijlc_ Gerardo Mosquera on Power and Curatorial
Practice,Thomas McEvilley travels zround the world
Si desea pedirnos el primer nimero Carlos Basualdo visits Ernesto Neto's studio. Oficinas
de TRANS >, por favor llene el by Ken Lum and Fahidn Marcaccio. Telesymposium;
formulario que se encuentra més Judith Butler and Ernesto Lactau o
abajo. Le enviaremos su copia a la The Uses OF Equality
mayor brevedad posible.

1y Brett escribe sobre como exhibir el trabajo de

Helio Giticica, Gerardo Mosquera analiza

uratonial y las relacior

e la pra

I'romas Mc Evill aja alrededor del m

Carlos Basualdo visita el

ten Lum y Fabian

h Butler v Emesto

IPEYONES

TRANS > arts,cultures.media is a non-for-profit publication. All subscriptions and donations are tax deductable.
TRANS > arts.cultures.media es una publicacion sin fines de lucro. Todas las subscrippciones y donaciones son
deducibles de impuestos.

1 ' TRA NS > SUBSCRIPTIONS AND BACK ISSUES
SUBSCRIPCIONES Y NUMEROS ANTERIORES

Don't forget to fill in you I subscribe to he TRANS > Me subriscribo a TRANS >
name and adress at the
back of this form and send | 1year, 3 issues, $40 within USA, $55 for the rest of the world.
it to the TRANS > office 1 afio, 3 numeros, $40 para los Estados Unidos de Norteamérica, US$ 55 para el resto del mundo.
109 West 17th Street || 2 years, 6 issues, $70 within USA, $100 for the rest of the world.
New York, NY 10011 2 anos, 6 nimeros, $70 para los Estados Unidos de Norteamérica, US$ 100 para el resto del mundo.
USA
Envie esta tarjeta a la Send me the following issues Enviénme el/los siguientes nimeros
oficing de TRANS >
| NUMBER T B
109 West 17th Street, NUMERO . A |
Nueva York, NY 10011
USA [ Charge my Visacard Mastercard 1 AMEXCO

Cargue a mi tarjeta Visa

| Payment enclosed (US check or money order) .
Pagamento incluide (Cheque o giro postal) Total amount enclosed
Monto Total Incluido

== Make check payable to PASSIM, inc.
Signature Firma Cheques a nombre de PASSIM, inc.
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These signed, limited editions, form an extension into the
realm of objects of La Oficina, the Project Site within TRANS >
for artists’ investigations of the discursive character of images
and the pictorial character of written language.

Estas ediciones limitadas, firmadas por el autor, constituyen
una extensién de La Oficina dentro del territorio de los objetos.
La Oficina es la seccion de Proyecciones en TRANS > dedicada a
la investigacién artistica del cardcter dicursivo de las imagenes
asi como del cardcter pictérico del lenguage escrito.

TRA NS S THE SPECIAL TRANS > MULTIPLES
LOS MULTIPLES DE TRANS >

Send this form to the As a supporter of TRANS >, T would like to order the following
TRANS > office signed and numbered multiples by the artist.
Como muestra de mi apoyo hacia TRANS >, deseo adquirir el o
109 West 17th Street los siguientes miiltiples, firmados y numerados por el artista. NAME NOMBRE
New York, N.Y. 10011 —
LISA & il
MULTIPLE N° ARTIST ARTISTA ' ADDRESS DIRECCION

Envie esta tarjeta a la —

oficina de TRANS > |

MULTIPLE N° ARTIST ARTISTA CITY CIUDAD

109 West 17th Street, —_

Nueva York, NY 10011 ‘

USA MULTIPLE N© ARTIST ARTISTA STATE/ZIP ESTADO/CP
Please verify price of multiple before sending order. Select COUNTRY PAIS

your form of payment in the back of the card.

Por favor verifique el precio del miiltiple antes de concretar PHONE TELEFONO
su adquisicién. Indique la forma de pago en el reverso de
esta tarjeta.

EMAIL




Marina Abramovic

Waiting for An Idea, 1996
framed c-print, 20 x 24 in.
Edition’ of twelve

$ 2500

Esperando Una Idea, 1996
c-print enmarcado, 50 x 60 cm
Edicién de doce

US$ 2500




Fabidn Marcaccio

Paint-Zone Spread, 1995

dyptic: c-print framed, 16'x 16 in,, 16 x 20 in.
“Edition of six
§ 2000

- Desarrollo de la Zona-Pintura, 1995

diptico: c-print enmarcado, 40 x 40cm, 40 X 50cm
Edicion de séis

US$ 2000

Ken Lum

Untitled, 1995

c-prints and iris prints framed, 22 x 38 in.

Edition of six: Two magenta, two white and two cyan frames
$ 2800

Sin Titulo, 1995

impresiones c-prints e iris enmarcadas, 55 x 76 cm

Edicion de séis: Dos marcos magenta, dos blancos y dos color cian
US$ 2800
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ING Barings has contributed to the development of Latin America for more than two centuries.
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