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.Introduction. m
ark hodge

P
lural D

om
ains:  

Selected W
orks from

  
the C

isneros Fontanals  
A

rt Foundation is an im
portant 

contem
porary art exhibition. 

The various strategies the artists 
em

ploy to address m
any of the 

questions, uncertainties,  
and realities of contem

poraneity 
are as engaging and thought-
provoking, as they are diverse  
and m

ultifaceted. 

Yes, all of these artists are 
originally from

 countries  
in Latin Am

erica, and this 
exhibition w

as m
ade possible  

by CIFO, an im
portant organization 

that supports the arts in  
Latin Am

erica, but rather than 
serve to present som

e com
m

unal  
“Latin Am

erican” essence  
to be found in these artw

orks, 
w

hat P
lural D

om
ains does  

best is dem
onstrate the very 

contem
poraneity of Latin  

Am
erica, itself.

These artists do not deny, nor are 
they asham

ed of their cultural 
heritage, it is sim

ply that the 
nature of their w

ork dem
ands they 

be considered “artists” on a global 
stage, not only “Latin Am

erican 
artists.”  As Glexis N

ovoa poignantly 
states in his conversation collected  
in this publication: 
“To m

e, to be differentiated  
as a Latin Am

erican artist,  
it m

akes no sense. I know
  

that if you study art you need  
to classify the artist, but  
I w

ould like to be an artist,  
not a Latin Am

erican artist.  
You cannot erase m

y culture,  
I’m

 not going to be able to erase 
m

y culture, m
y original country,  

m
y origins, m

y influences…
  

It’s not som
ething that  

I reject, but I w
ish that som

eday 
som

eone in Am
erica w

ould  
call m

e sim
ply an artist and not  

only m
e but everybody else  

[in this exhibition] as w
ell”.

This is a sentim
ent that w

as 
expressed repeatedly in the public 
events surrounding  
P

lural D
om

ains, and is part  
of w

hy the artists’ voices have been 
recorded and collected, here, to be 
published alongside the exhibition.

This volum
e consists of five 

transcriptions of public events held 
in relation to the exhibition and 
four student essays inspired by the 
artw

orks in the exhibition. It m
akes 

m
anifest the public-facing and 

educational aspects of the m
issions 

of the Gary R. Libby U
niversity 

Galleries and the H
arn M

useum
 of 

Art. It dem
onstrates how

 P
lural 

D
om

ains and the institutions that 
house it seek to inspire and educate 
w

ithin both the U
niversity of 

Florida student population and the 
w

ider Gainesville com
m

unity.

These conversations, gallery talks, 
and essays highlight repeatedly the 
intricacies, richness, and, indeed,  
the plurality of existence that can 
be accessed through contem

porary 
art w

hen artists and view
ers alike 

are recognized as full, com
plex 

individuals, constantly seeking and 
creating m

eaningful connections  
in an equally com

plex w
orld. 

.ilich castillo,  
C

onfirm
ation of E

vents II, 
2017, encyclopedia pages, 
plastic found objects,  
M

DF platform
, 315 × 78 in  

[800.1 × 198.12 cm
] (detail),

Cisneros Fontanals  
Art Foundation Collection,  
photo Randy Batista,
courtesy U

niversity Galleries.
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P
ublic C

onversation w
ith  

ella fontanals-cisneros  
and jesús fuenm

ayor,  
hosted by dean onye ozuzu 

chandler auditorium
,  

harn m
useum

 of art. university 
of fl

orida, gainesville. 
october 2, 2021

dean onye ozuzu– Good 
afternoon. W

elcom
e, I am

 O
nye 

O
zuzu. I am

 currently serving as 
the Dean of the College of the 
Arts, here, at the U

niversity of 
Florida. W

e are in Gainesville, FL, 
affectionately know

n, for those of 
you visiting, as “The Sw

am
p.” This 

is also the traditional lands of the 
Tim

ucua and Potano indigenous 
peoples. O

n behalf of the College  
of the Arts, I w

ould like to w
elcom

e 
Ella Fontanals-Cisneros and her 
colleagues from

 the Cisneros 
Fontanals Art Foundation (CIFO) 
and thank you all for com

ing to 
help us initiate our engagem

ent 
w

ith this im
portant show

,  
P

lural D
om

ains. 

H
ere, at the U

niversity of Florida 
College of the Arts, w

e intend to 
be a transform

ative com
m

unity, 
responding to and generating 
paradigm

atic shifts in the arts and 
beyond. W

e do so by em
bracing 

the com
plexity of our evolving 

hum
an experience. W

e seek to 
em

pow
er our students and faculty 

to shape that experience fearlessly, 
through critical study, creative 
practice, and provocation, by 
collaborating effectively w

ith the 
forces of change, such as Ella and 
the Cisneros Fontanals Foundation, 
by preparing students to access 
and unsettle centers of pow

er in a 
radically changing w

orld, and by 
facilitating an arts education that 
w

ill position em
erging artists and 

researchers as catalysts for equity 
on local and global levels. 

So, w
e are excited and proud that 

in collaboration w
ith the H

arn 
[M

useum
 of Art] w

e are presenting 
the debut of the Cisneros Fontanals 
Art Foundation’s collection, 
w

hich includes w
orks by 31 Latin 

Am
erican contem

porary artists. 
The exhibition just opened in 
Septem

ber, and w
e w

elcom
e 

this opportunity to join forces 
w

ith CIFO
 and resonate in our 

intersecting m
issions. In this 

m
om

entous m
om

ent in the social 
and political evolution of this 
country w

e find ourselves thrust 
into an undeniable din of the 
profound com

plexities of our extant 
and intrinsic pluralities, w

ith all 
their tensions, richness, debates, 
dangers, and opportunities for 
grow

th. This exhibition presents us 
w

ith a potent tool to experience 
w

ho w
e w

ere, w
ho w

e are, and 

w
ho w

e are becom
ing. I say “w

e” 
w

ith intention because w
e are 

Florida. This is Florida, “the 
land of flow

ers,” so-called by 
Spanish colonialists off the coast 
of Saint Augustine. W

e are the 
flagship, land-grant institution 
of this state. W

e house the oldest 
center for Latin Am

erican studies 
in the country. W

e are hom
e to 

generations of Latino com
m

unities, 
and so w

e are contem
porary Latin 

Am
erica. This w

ork is here to help 
us w

ith our ongoing and evolving 
process of self-recognition  
and reckoning.

Today, to help us in that process 
w

e have tw
o very pow

erful 
hum

an beings. Jesús Fuenm
ayor 

is a curator w
ith m

ore than 35 
years of experience in the field 
of m

odern and contem
porary art 

exhibitions w
ith a com

m
itm

ent to 
artists, innovative curatorial w

ork, 
dynam

ic program
ing, education, 

and com
m

unity. O
ne thing that I 

w
ant to say personally about m

y 
opportunity to intersect w

ith Jesús 
in the context of art is that for 
m

e as a dancer, his sense of space 
is just exquisite. N

ot only in the 
w

ay that he places w
orks of art in 

space, but also in the gentleness 
w

ith w
hich he holds space for 

your relationship as a view
er to 

the art in real tim
e. H

e served as 

the chief curator of the fourteenth 
Cuenca Biennial in Cuenca, 
Ecuador. Previously, he w

orked as 
an independent curator and also 
held positions as the director and 
curator of the Cisneros Fontanals 
Art Foundation in M

iam
i and as the 

director and curator of Periférico 
Caracas. In his native Venezuela, 
he also w

orked as curator at 
the M

useo Alejandro O
tero; 

advised collections; taught at the 
architecture school; and prepared 
exhibitions for international 
venues, including Apex Art and the 
Am

ericas Society in N
ew

 York, as 
w

ell as the Venice Biennial.

ella fontanals-cisneros is a 
force of nature, a philanthropist, 
entrepreneur, and art collector w

ith 
a keen eye for contem

porary art, 
architecture, and design. She began 
collecting w

orks by artists from
 

Latin Am
erica in the 1970s. The 

Ella Fontanals-Cisneros Collection 
has since grow

n to include 
im

portant, historic, and cutting-
edge pieces from

 around the w
orld, 

w
ith a strong representation of 

abstract geom
etric art from

 Latin 
Am

erica, international video art, 
photography, and installation 
art. She brings an international 
perspective to her patronage 
both as an art collector and as a 
hum

anitarian philanthropist.          

.david lam
elas,  

T
im

e as A
ctivity  

(London), 2011,
16m

m
 film

 transfer to video, 
00:17:30,  
Cisneros Fontanals  
Art Foundation Collection, 
video still,
courtesy U

niversity Galleries.

I w
ant to share som

ething that  
I read in an article that just cam

e 
out yesterday, or the day before, on 
Artnet, w

here Ella is quoted  
as saying: 

“If you really love art, and you are 
really into this, you have to look 
at w

ho the artist is: W
hat are they 

doing? W
hat is their future? H

ow
 

do you like it, how
 does it feel for 

you? Are you happy w
ith it? Do 

you love it? Is it som
ething that 

you w
ant to learn m

ore about? I 
alw

ays say that the path is w
hat is 

m
ost im

portant, because as you are 
experiencing art and finding w

hat 
sticks w

ith you, you discover w
ho 

you are. That is w
hat m

akes you  
a collector. The rest is only  
the m

arket.”

I’m
 going to get out of the w

ay 
now

. Enjoy. Thank you all for  
being here.

jesús fuenm
ayor– Thank you so 

m
uch, O

nye, for your kind w
ords. 

I have to say that the relationship 
that you described about the w

orks 
and space is truly very im

portant 
to m

e. I started w
orking in art 

exhibition m
aking just for that: 

to w
ait for that m

om
ent w

hen 
you can see the view

er interacting 
w

ith the art as you thought they 
w

ould. Thank you, again, for that 
introduction.

As you [Dean O
zuzu] w

ere 
pointing out, there is at the level 
of m

ission, policies, strategies, 
philosophy, interesting overlap 
and coincidences betw

een CIFO
 

and the College of the Arts. To 
that point [School of Art and Art 
H

istory Director] Dr. Elizabeth 
Ross has said that they are both 
doing the sam

e thing in a w
ay. 

They both are w
orking to center 

[narratives that have traditionally 
been m

arginalized]. This is a 
good w

ay of understanding the 
sim

ilarities betw
een the College of 

the Arts and CIFO, w
hich otherw

ise 
appear to be very different kinds of 
organizations: one is private, one 
is public; one is sm

all, run by just 
a few

 people, one is a very large 
institution; so there are a num

ber 
of differences. But I think that it is 
beautiful to im

agine that these tw
o 

entities have sim
ilar m

otivations 
and goals.

I w
ould like to focus our 

conversation w
ith Ella, not so 

m
uch on the artists and the w

orks 
that are here as part of P

lural 
D

om
ains, but to speak about 

the m
ission, the ideas, and the 

vision of Ella Fontanals-Cisneros: 
how

 she becam
e a philanthropist 

and such a key figure in support 
of Latin Am

erican m
odern and 

contem
porary art.

You [ella fontanals-cisneros] 
are a collector of m

odern and 
contem

porary art and the founder 
of the Cisneros-Fontanals Art 
Foundation, w

hich w
as created 

in 2002. N
ext year it w

ill be 20 
years old. I’m

 sure there w
ill be a 

big celebration. You also founded 
other art institutions in M

iam
i, 

and you have been part of m
any 

different institutions that prom
ote 

contem
porary and m

odern art,  
in particular Latin Am

erican art, 
like Tate, London, The Institute  
of Contem

porary Art, M
iam

i,  
the N

ew
 M

useum
 in N

ew
 York, 

am
ong m

any others.

W
hy don’t you share w

ith us 
the path that led you to becom

e 
a prom

inent figure doing such 
im

portant w
ork in the production 

of Latin Am
erican art exhibitions 

and w
hy you w

ere m
otivated to 

follow
 that path?

ella fontanals-cisneros–Thank 
you, Jesús. I w

ould like to thank 
first the H

arn M
useum

 and the 
College of the Arts and all of those 
w

ho have contributed to this 
w

onderful exhibition. 

W
ell, talking about how

 I started: 
I have been involved w

ith 
philanthropy since I w

as very 
young. I started w

orking w
ith a 

few
 different types of foundations. 
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efc– I w
ish I could do all of that, 

you know
?

jf– Yes, but also I think that CIFO
 

is w
orking in the context of Latin 

Am
erican institutions w

here it is 
so difficult for artists to find the 
resources to produce their w

ork. 
Right? It’s not as in Europe or in 
the U

S, w
here there are m

any 
institutions really doing that w

ork.

efc– Right. That’s w
hy w

e chose 
to focus on helping all of Latin 
Am

erica in this w
ay.

jf– W
hat w

ould you like to see for 
the future of Latin Am

erican art 
institutions?

efc– U
nfortunately, in Latin 

Am
erica the m

useum
s are m

ostly 
under governm

ental control, and 
the first thing, w

hen there is a cut 
in expenses, the first thing they do 
is cut funding for the arts. Then the 
m

useum
s don’t have the m

eans to 
really produce or grow

.

Although, for exam
ple, Brazil has 

w
onderful m

useum
s they still have 

the sam
e problem

s w
ith funding. In 

Latin Am
erica it’s not like in the U

S 
w

here there are m
any benefits to 

be had if you donate to a m
useum

 
or if you help or give back. There 
is not as m

uch of a culture of 
giving. It is kind of starting, but 
it hasn’t been there in the past. 

So, the m
useum

s suffer a lot from
 

that. You know
, in our country, 

Venezuela, it has been a disaster. 
They just don’t know

 how
 to take 

care of anything. W
orks are getting 

lost. If you go to the m
useum

 
Cuba, they have w

onderful things, 
but they don’t have the m

oney for 
air conditioning and then there’s 
hum

idity and w
orks are dam

aged.

It’s incredible, you know
? U

nless 
the private sector steps up and 
does som

ething about it, all of 
these w

onderful w
orks, w

e’re going 
to lose them

. These w
orks are 

im
portant for the next generations 

to have.

jf– That takes m
e to m

y next 
question. You have had this 
com

m
itm

ent for so m
any years 

to bring art to the public. Like 
w

ith M
iam

i Art Central. It w
as a 

short-lived institution, but it w
as 

an am
azing program

 show
casing 

som
e of the finest contem

porary 
art in the w

orld to the people of 
M

iam
i. This is som

ething you have 
continued w

ith CIFO. W
hy do you 

think it’s im
portant to invest not 

only the resources but also your 
energy and your presence to these 
efforts? W

hy do you think it’s 
im

portant to show
 the art to the 

public?

efc– In m
y case w

hat I’m
 

interested in is the learning process 
brought about by the actual 
relationship w

ith the artists. That, 
of course, involves the artw

ork, 
but privately ow

ning an object is 
not the m

ost im
portant part for 

m
e. You can ow

n so m
uch that you 

couldn’t display it all, and it could 
all be kept in w

arehouses, but that 
is just a w

aste.

I fight all the tim
e w

ith even 
the big m

useum
s and excuse m

e 
because I know

 w
e are in a m

useum
 

today, but m
useum

s tend to get 
m

ore and m
ore and m

ore and 
then m

ost of the things they ow
n 

are never show
n. In fifty years, 

of course, you w
ill know

 they’re 
kept there, and, yes, of course, 
they’re kept w

ell, but then you go 
to a sm

all m
useum

, and they have 
nothing to show

.

I feel that the art is not m
ade just 

to be kept in a safe. It is for every 
one of us to enjoy. Som

etim
es, 

I travel to a m
useum

 in M
adrid, 

and they have these w
onderful 

pieces of art from
 Velázquez or 

from
 Goya, and I think to m

yself 
that there w

as a collector at the 
tim

e collecting those w
orks, and 

providing for the future a place so 
that today w

e can go and see them
. 

M
useum

s do that, and I applaud 
all of that, but w

e have to start 
thinking of how

 w
e are going to 

I w
as w

ith a children and health 
foundation, as w

ell as a political 
foundation designed to help the 
young generation of politicians 
get into the political arena in 
Venezuela. So, initially the scope of 
m

y interests w
as quite large, but 

I alw
ays had a passion for the arts 

since I w
as very young. In those 

years in w
hich I w

as doing other 
types of philanthropy, I thought, 
w

ell, you know
 this passion of m

ine 
is very elitist and m

aybe I should 
help other areas of our country at 
this m

om
ent and also of the w

orld 
because I w

as a part of another 
foundation based at the U

nited 
N

ations trying to help the less 
developed countries. But, suddenly, 
after seven or eight years in w

hich 
I w

as really very involved in all of 
this I decided, you know

, I have to 
start back collecting art because 
for those seven or eight years I 
had stopped collecting totally. In 
the beginning I w

as collecting only 
Latin Am

erican art and then w
hen 

I cam
e back to collecting, I decided 

art is really w
orldw

ide and w
e 

shouldn’t divide art by regions and 
that it is for all of us to adm

ire. 

O
f course, though, I am

 
Venezuelan, I w

as born in Cuba, 
raised in Venezuela, and I could 
feel and I could see that a lot of 
Latin Am

erican artists w
ere in need 

of a helping hand. Also, in the 
beginning, w

e w
ere very involved 

w
ith the internet and I thought 

that m
aybe I could do som

e things 
on a global stage, w

ithout being 
restricted by region. That’s w

hy 
w

hen I founded CIFO, I w
as m

ainly 
thinking of how

 w
e could help 

Latin Am
erican artists com

e out 
into the global arena.

W
ell, it’s been 20 years, and I 

believe w
e have given over 170 

aw
ards to artists from

 alm
ost all 

of the Latin Am
erican countries: 

Brazil, Peru, Colom
bia, Cuba, all 

of them
. W

e’ve given alm
ost tw

o 
m

illion dollars in prizes out to these 
artists, and w

e’ve also tried to 
help them

 by bringing them
 to the 

U
nited States for exhibitions. 

jf– Can you explain CIFO
’s 

organizational structure to us and 
how

 you select w
hich artists to 

grant aw
ards and com

m
issions? 

Because CIFO
 has a unique 

organizational structure, and I 
think it’s im

portant to explain how
 

it w
orks.

efc– Com
m

issions are given every 
year to around 10 artists. W

e have 
a board of advisors pulled from

 
curators and art professionals 
around Latin Am

erica w
ho are very 

w
ell know

n. These individuals are 
the people w

ho bring local artists’ 

projects to our attention for the 
aw

ards. So, the first step is that the 
artist has to be prom

oted by one 
of those curators in each country. 
They are the ones w

ho really are in 
close contact w

ith the artists, so 
it’s a very transparent process.

Each year w
e receive approxim

ately 
betw

een 200 to 300 projects that 
are recom

m
ended to us through 

this netw
ork. Then, w

e bring to 
our space in M

iam
i, five or six 

of those curators for the final 
selection com

m
ittee. Every year, 

ten of those projects are chosen 
by category: em

erging, m
id-

career, and accom
plished artist. 

After that is done, the selection 
goes to the board of directors for 
finalization. Then, w

e bring the 
artists to M

iam
i, and w

e give them
 

exhibition spaces for their w
ork. 

In 2009 w
e decided—

because our 
experience after doing this w

as 
that w

e w
anted to include the 

artists’ w
ork in m

ore exhibitions 
around the w

orld, but at the end 
w

e w
ere calling them

 and they 
w

ould have sold the piece or 
dissem

bled the piece or sim
ply 

forgotten about it, and the w
ork 

w
ould disappear —

w
e decided 

then that w
e w

ould acquire the 
w

orks of the aw
ard w

inners. So, 
that’s w

hat you’re seeing here w
ith 

P
lural D

om
ains. All of these 

w
orks becam

e the collection of 
the foundation, and w

e put these 
pieces in an exhibition prom

oting 
the artists in Latin Am

erica, the 
U

nited States, and in m
any other 

places.

jf– It is im
portant to differentiate 

betw
een Ella’s personal collection 

and the collection of CIFO. They are 
separate entities, and I think this 
m

ust be pointed out because w
hat 

you do as a collector is different 
from

 running a foundation that 
has the specific goal and m

ission of 
supporting Latin Am

erican artists.

efc– M
y m

otto alw
ays w

as that 
this art should be out there for the 
public to see, so w

e lend a lot of 
pieces all the tim

e to m
useum

s, 
to exhibitions, and that’s w

hy the 
collection is in the hands of the 
foundation.

jf– H
ow

 w
ould you explain your 

focus in Latin Am
erican art? I know

 
that you said at the beginning, 
one of the reasons w

hy your focus 
is in Latin Am

erican art is because 
you are from

 there. You are from
 

Venezuela. You w
ere born in Cuba. 

You know
 the area very w

ell, but 
som

e people here m
ay think “Som

e 
great artists are from

 Spain, som
e 

are from
 the U

S. W
hy doesn’t Ella 

support them
?”

.View
 of the exhibition  

P
lural D

om
ains.  

Selected W
orks

from
 the Cisneros Fontanals 

Art Foundation Collection,
courtesy H

arn M
useum

 of Art.

jorge m
éndez blake,  

B
lack P

avilion /  
O

pen Library , 2013,  
m

ixed m
edia,  

137.75 x 177 x 80 in  
[349.9 x 449.6 x 203.2
cm

], Cisneros Fontanals Art 
Foundation Collection,
courtesy H

arn M
useum

 of Art.
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audience m
em

ber 1– H
i. Thank 

you so m
uch for this w

onderful 
conversation. I w

as w
ondering if 

you could speak a bit m
ore about 

how
 your aesthetic taste as a 

collector developed for m
odern  

and contem
porary art?

efc– W
ell, I have to tell you w

hen 
I started collecting in the 70s, 
of course, I w

as very young, and 
I w

as driven to collect the sam
e 

popular w
orks that everybody buys. 

O
ne day, though, I w

as in Paris 
at one of the art fairs, and I w

as 
looking for w

orks that I had seen 
before and suddenly a friend of 
m

ine said you have to com
e and 

see this Soto [Venezuelan artist 
Jesús Rafael Soto]. I arrived at the 
gallery and it’s all these iron little 
pieces, very com

plicated, nothing 
like w

hat I had com
e to the fair 

looking for. I kept looking at the 
w

ork and thought, w
ell I just 

cannot understand it, you know
, 

but I know
 that there is som

ething 
there that interests m

e, and I w
ant 

to take a deeper look into w
hat I’m

 
seeing. I said I’m

 going to buy it. 
It is there, there is som

ething that 
interests m

e, and from
 there on m

y 
w

hole view
 of w

hat I w
anted to 

collect changed com
pletely.

Furtherm
ore, w

hen I’m
 w

ith 
younger generations and they 
ask m

e how
 to collect or w

hat 
to collect, I alw

ays tell them
 you 

should collect w
ith your ow

n age 
and w

ith artists w
ho are going to 

grow
 w

ith you because then you 
w

ill have the tim
e and the space to 

talk to them
 and to be w

ith them
.

audience m
em

ber 2– Ella, thank 
you so m

uch for this conversation 
and thank you, Jesús, and 
everybody at the H

arn for hosting 
this beautiful exhibition and 
today’s event. I’m

 curious to hear 
you reflect upon the w

ay that 
being centered in M

iam
i, w

ith the 
role of M

iam
i as a center of Latin 

Am
erican culture, w

hich transcends 
national boundaries and national 
lim

itations, a city that can pull 
together a hem

ispheric diaspora, 
has affected CIFO. W

ould the 
foundation have taken a different 
path had it been centered in 
Caracas? 

efc– W
ell, you know

, for exam
ple, I 

rem
em

ber that w
e had a w

onderful 
contem

porary art m
useum

 in 

Caracas run by Sophia Im
ber. That 

w
as such a great m

useum
. W

e had 
w

onderful w
orks. She brought 

Rauschenberg, she brought all 
of the great artists around the 
w

orld into that m
useum

, and w
e 

look back at it, today, and there’s 
nothing. This new

 governm
ent 

has done nothing to preserve it. 
They have even stolen pieces from

 
the m

useum
. U

nfortunately, I 
don’t like to talk like this about 
m

y country and about the region, 
but occurrences such as this are 
a reality. W

e do this here in the 
U

nited States because I think it’s an 
opportunity for all of these artists 
in Latin Am

erica, they w
ill have the 

opportunity of m
ore people looking 

at their w
ork and into w

hat they’re 
doing. I think it is better for the 
artists if w

e do this and w
e try to 

give them
 this opportunity.

jf– I think w
e are over tim

e, 
so thank you Ella for this 
conversation. 

efc– Thank you, Jesús, thank you.

dem
ocratize the system

 in som
e 

w
ay so that all the art kept in 

w
arehouses can be seen.

That’s w
hy all of the w

orks, w
hich I 

ow
n are open for any m

useum
 and 

for any exhibition. If an institution 
asks for a loan, I say yes, as long as 
they have the capacity to show

 the 
w

ork in the proper w
ay.

jf– I rem
em

ber that you have been 
in conversation w

ith different 
institutions about the future 
of your collection. I think it is 
interesting that one of the w

ays 
that you think that it w

ould be 
better for your collection to be 
part of a m

useum
 is that instead of 

donating the piece to one m
useum

, 
you w

ould like a create a fund 
w

here several institutions w
ould be 

able to share the pieces. W
hat kind 

of responses do you get from
 the 

m
useum

s on that proposal? 

efc– I tried for seven years to w
ork 

out som
e arrangem

ent like this 
w

ith the governm
ent of Spain. But 

governm
ents kept changing, and 

the process w
ould have to start all 

over again. I said w
ell this is it. I 

can’t spend all m
y energy w

orking 

on som
ething that m

aybe never 
is going to happen. Then, I m

ade 
the decision that I didn’t w

ant to 
burden m

y daughters w
ith  

all the responsibility of the 
collection and of taking care of it 
forever because you never know

 
w

hat your grandchildren w
ill w

ant 
to do.

So, I’ve been thinking over w
hat 

to do. I don’t w
ant to give it all to 

one m
useum

. O
ne m

useum
 cannot 

possibly show
 all of it. It w

ould end 
up in a w

arehouse. But, recently 
a new

 possibility has em
erged. It 

is going to be new
s, and I can’t 

speak all about it now
, but there is 

a pow
erful country that recently 

proposed to create a new
 m

useum
 

entirely dedicated to m
y collection. 

It looks very good. Let’s keep fingers 
crossed and see w

hat happens.

jf– W
hy do you think it’s not so 

easy to get different institutions to 
collaborate? To have tw

o or three 
or four or five w

hatever num
ber of 

m
useum

s share?

efc– I’ve tried w
ith the Pom

pidou, 
the Tate, and the M

etropolitan. 
It w

as such a com
plicated thing. 

There is just too m
uch red tape in 

all of these big institutions to do it.

jf– I see, of course. I w
ould like to 

finish this part of the conversation 
w

ith one m
ore question and then 

open to som
e questions from

  
the public. 

H
ow

 do you feel about w
hat is 

happening w
ith Latin Am

erican 
art, here, in the States? Because 
w

e are in a particular m
om

ent 
w

hen the term
inology can be very 

confusing. Som
e people say Latin 

Am
erican art, w

hen they are also 
talking about Latinx. You see that 
there haven’t been new

 positions 
for Latin Am

erican art scholars 
opening in the Academ

y. It’s not so 
clear, right now

, the direction Latin 
Am

erican art is going to take in the 
future in this country. H

ow
 do you 

feel about the situation?

efc– To tell you the truth, I’ve 
seen in the last tw

enty to tw
enty-

five years how
 Latin Am

erican art 
has been developing a position in 
m

ost m
useum

s around the w
orld, 

not only in Am
erica but in Europe. 

You can see that there are Latin 
Am

erican curators at the M
et, 

and for m
any years at the Tate, 

and so forth so. Also, right now
, 

there is incredible grow
th in the 

Latin Am
erican population of this 

country. There are 60 m
illion Latin 

Am
ericans living in this country 

and the num
ber is alw

ays rising. 
So, it m

eans that eventually the 
m

useum
s w

ill have to take m
ore 

care that this new
 public that  

is com
ing to the m

useum
s  

are included.

Because of political situations and 
som

etim
es the violence that they’re 

experiencing in Latin Am
erica, 

m
any artists are m

oving to the 
States and Europe. Because of this, 
w

e at the foundation, a few
 years 

ago, decided to include any Latin 
Am

ericans that w
ere living abroad. 

I have seen a lot of new
 collectors 

of Latin Am
erican art in the U

S. 
M

any in Texas, a lot in N
ew

 York, 
and m

any other states. So, I can 
see that there’s been a difference 
betw

een w
hat happened tw

enty-
five years ago and w

hat’s  
happening today.

jf– O
k, w

e w
ill now

 take som
e 

questions from
 the audience.

.anna linnem
ann,  

N
otes on P

ractice  
(Studio T

able #
3), 2019,  

m
ixed m

edia, 102 × 102 × 47 
in [259 × 259 × 119
cm

], Cisneros Fontanals Art 
Foundation Collection,
courtesy H

arn M
useum

 of Art.
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the artist has selected quotes from
 

different w
riters (the books w

ith 
black jackets are in Spanish, and 
there are a few

 copies in English 
w

ith gray jackets). W
hen you open 

the book, w
hat you’re going to find 

are texts that specifically relate 
to the idea of the im

possibility 
of w

riting or the em
ptiness in 

the creation. O
ne exam

ple is from
 

Chilean poet N
icanor Parra, w

ho 
w

rote som
ething that goes along 

the lines of “here’s nothing left to 
be said, everything that I w

ant to 
say, has already been said countless 
tim

es.” W
hat M

éndez-Blake is trying 
to do is to convey the idea of how

 
an artist approaches the process of 
creating a w

ork of art, or a piece of 
w

riting w
hen a lot of things have 

already been said, self-reflecting 
on the conflict of the creative 
process. The idea of an open library 
is em

phasized through the fact 
that as you see there’s a m

irror in 
the center that give us the sense 
that it’s an infinite library. O

pen 
Library w

ants to reflect that 
everyone should have access to that 
kind of know

ledge. 

Speaking still about architectural 
installations and the engaged 
spectator, w

e have here the w
ork 

of Brazilian artist M
arcius Galan, 

titled 3 Sections. If you w
ant to 

try, you can just w
alk through 

and so it’s a fascinating w
ork 

for us to experience. It’s playing 
w

ith our sensorial perception. If 
w

e are standing [in front of the 
installation] one has the kind of 
idea that there are three pieces 
of glasses dividing the space, but 
as w

e w
alk through, w

e find that 
w

e are being deceived through 
the eye.  The artist is playing w

ith 
the alignm

ent and colors to trick 
the eye and to use this space in 
a critical w

ay. W
hen I m

entioned 
earlier about the w

ay in w
hich 

artists from
 Latin Am

erica w
ork 

w
ithin the European tradition, one 

aspect that can be seen here is the 
idea of perspective, w

hich is a very 
renaissance construct, in term

s of 
w

orking in different planes. This is 
an exam

ple of how
 Latin Am

erican 
artists are w

orking w
ithin a 

com
plex W

estern tradition of art. 

If you follow
 m

e w
e’re going 

to start w
alking through the 

exhibition hall. If you have 
questions at any point, I’m

 happy 
to take them

 so feel free to ask. 

This is a w
ork by Ecuadorian 

artist M
anuela Ribadeneira, 

titled, A
rtificial horizons, reflex 

instrum
ents. T

he Space B
etw

een 
D

oubt and C
ertainty, from

 the 
series T

he A
rt of N

avigation. 
It is a w

ork that em
braces in 

a fascinating w
ay the idea of 

decolonization, that a lot of artists 
deal w

ith on this exhibition. W
hen 

w
e think about colonization and 

think of synonym
s for the w

ord, 
w

e m
ight think of inquisition, 

destruction, or other things that 
have to do w

ith the m
anipulation 

of culture. Decolonizing [ideas] on 
installations like these force us to 
relearn w

hat w
e know

, w
hat has 

been said, w
hat has been w

ritten 
about our culture and identities.  
It also places an em

phasis on the 
restricted access to know

ledge and 
ideas that have been denied by 
different cultural constructs, like 
capitalism

, or by race, these official 
institutions. So Ribadeneira, here 
on this table, displays different 
navigational tools that w

ere used as 
such in the eighteenth century and 
focuses on tw

o kinds of objects. 
O

ne, w
hat she calls artificial 

horizons, w
hich are elevation 

tools that w
ere used by explorers 

to sim
ulate the horizon w

henever 
the actual horizon w

asn’t visible, 
because of different w

eather 
and clim

ate conditions. And she 
also has reflection instrum

ents, 
w

hich are those tools that have 
pad m

irrors on both sides. Those 
reflection instrum

ents allow
ed 

eighteenth-century explorers to 
observe tw

o objects at the sam
e 

the W
estern tradition, but from

 
the m

argins, from
 the other side 

of the coin or of the picture. And 
this is som

ething that w
e are 

going to see through different 
w

orks. There’s this fascinating 
Brazilian artist H

élio O
iticica, a 

critical figure for conceptual art in 
Latin Am

erica. And he asked m
any 

years ago, in the late 1960s, “H
ow

 
can one understand that in an 
underdeveloped country, artists are 
creating avant-garde?” This is not 
an attem

pt from
 artists to create a 

sort of redefinition of art itself, but 
it’s their w

ay of creating avant-
garde as a sym

ptom
 of progress of 

and from
 Latin Am

erica. So, today 
w

e are going to have around four, 
m

aybe five stops, should w
e have 

the tim
e. W

e w
ill be looking at a 

variety of m
edia, w

e are going to 
look at photography, draw

ings, 
and installations in different 
versions. W

e are going to see 
architectural installations, a sound 
installation, there’s also a set of 
photographs and draw

ings, and 
also perform

ance. It’s a com
plex 

and diverse body of w
ork that 

w
e are going to be looking at. 

W
e’re also going to be looking at 

w
orks that address the them

e of 
colonization and decolonization, 
w

hich is strongly significant for 
Latin Am

erican art and w
orks that 

express the concerns of conceptual 
art that is really very relevant for 
Latin Am

ericans, as w
ell. And at 

the end, w
e are going to be looking 

at som
e w

orks that are addressing 
m

ore precisely the notion of tim
e. 

So that being said, please join m
e 

as w
e m

ove through the exhibition. 

O
ne thing that I w

ant to say before 
w

e m
ove forw

ard, w
hen w

e talk 
about architectural installation 
precisely in these w

orks, and in 
this collection, there’s a significant 
com

ponent of the open axis, the 
spectator, there’s that expectation 
from

 the part of the artist, that the 
spectators are going to be highly 
involved in m

any of the w
orks. An 

exam
ple of that is this one, the 

first w
ork that I w

ould love for us 
to think about. This w

ork is by a 
M

exican artist Jorge M
éndez Blake, 

w
ho created this piece in 2010. 

It’s called Black P
avilion/O

pen 
Library. It’s a fascinating w

ork 
that em

braces the idea of an open 
library, and also the im

possibility of 
w

riting. Ai this context, w
hat that 

m
eans is that the artist created a 

selection of texts, you can actually 
pick these books up and you’re 
invited to open them

. You’re facing 
this random

 chance, because you 
don’t know

 w
hat page you’re going 

to be looking at. For every page, 

D
om

ains is an exhibition, that 
addresses the com

plexity of Latin 
Am

erican art, and the prem
ises of 

Latin Am
erica and Latin Am

erican 
art. This is som

ething that w
e are 

going to see through the w
ork of 

21 artists w
ho are being exhibited, 

here, at the H
arn. The exhibition 

also com
prises the w

ork of 10 other 
artists that is going to be exhibited 
at the U

niversity Galleries. That 
opens in a couple of days.  1 You are 
w

elcom
e to join us in that space to 

see the com
plete show

. 

O
ne of the m

ain questions that 
P

lural D
om

ains addresses is 
how

 it is possible to create an 
avant-garde in Latin Am

erica. This 
is a significant question because 
historically, Latin Am

erica as a 
culture, as a continent, Latin 
Am

erican art, has been understood 
som

ehow
 as a continuity to 

European art, like an extension of 
the European artistic tradition. 
W

hat the artists here are trying 
to em

brace, from
 different 

geographies and different 
discourses and ideologies, is that 
really w

hat Latin Am
erican artists 

do is w
ork w

ithin the realm
 of 

1. N
ote from

 the Editor: the exhibition 
at the U

niversity Gallery w
as held 

betw
een Septem

ber 14, 2021 and 
February 26, 2022.

P
luralism

 and Latin A
m

erican 
A

vant-G
arde. A

 G
allery T

alk  
by m

acarena deij prado

H
arn M

useum
 of Art. U

niversity  
of Florida, Gainesville. 
Septem

ber 9, 2021

eric segal– Thank you again for 
joining us. I’m

 Eric Segal, Director 
of Education here at H

arn. W
e’re 

very pleased to have you. In a 
m

om
ent w

e’re going to have the 
first public event of this exhibition. 
It’s very exciting; P

lural D
om

ains 
just opened today It is really an 
honor for us to be able to present 
one of the U

F affiliates w
ho has 

w
orked so hard on this exhibition, 

M
acarena Deij Prado. M

acarena is 
a graduate student in art history 
studying the colonial Am

ericas. 
She’s been w

orking as a curatorial 
assistant, through the U

niversity 
Galleries w

ith Jesús Fuenm
ayor, the 

curator, and tonight she’ll take us 
on a tour, introducing us to select 
w

orks of the exhibition. Please join 
m

e in w
elcom

ing M
acarena.

m
acarena deij prado– I am

 
excited to be conducting this first 
public guided tour w

ith all of you. 
It is an honor for m

e to be part of 
this w

onderful exhibition. P
lural 

.m
arcius galan,  

3 Sections, 2011,  
m

ixed m
edia,  

150 x 120 x 227 in  
[381 x 304.8 x 576.6 cm

], 
Cisneros Fontanals Art
Foundation Collection,  
courtesy H

arn M
useum

 of Art.



. 
10

. 11

com
m

unicate the idea that this 
piece is about how

 technology 
serves us?

audience m
em

ber– Technology 
saves us tim

e.

m
dp– Right. The artist M

aggi says 
this is a w

ork that addresses the 
notion of tim

e and technology. H
e 

argues that w
e should be happy 

that com
puters exist because they 

save us a lot of tim
e and w

e can 
use that tim

e to grow
 in other 

areas, allow
ing ourselves freedom

. 
O

n the other hand, as w
e allow

 
technology to help us in tim

e w
e 

are also required to slow
dow

n for 
things that require m

uch m
ore tim

e 
to be seen and to be appreciated. 
That’s w

hy w
e are required to get 

closer to the piece to observe the 
cutouts on top. You cannot observe 
these little pieces from

 afar. They 
are m

inim
alist constructs w

ithin a 
large system

 that require extended 
attention for proper observation. 
From

 a distance this w
ork looks 

like it is a structured grid organized 
w

ith precision, but close, extended 
view

ing reveals the irregular edges 
and oblong shapes that m

ake up 
the sm

all cutouts on the top sheet 
of paper. In this w

ork w
e have  

a com
bination of m

achine precision 
and shifting, bending chaos that 
m

akes up life.

There are som
e other w

orks on 
the other side of this w

all, really 
intriguing pieces that I invite 
you to look at after this tour or 
w

henever you have tim
e.

This piece by Antonieta Sosa, a 
Venezuelan artist, is intriguing 
and is also related to conceptual 
art. W

hat she’s doing is putting 
in front of us an object that is 
very fam

iliar to all of us: a chair. 
But she decontextualizes that 
object. Titled, Z

ero P
oint of 

Inverted C
hair II [H

om
age 

to M
alevich], it can be seen as 

an hom
age to the Suprem

atist 
painter. Also think about the 
colors that she has chosen. W

e see 
particularly significant colors for 
the Suprem

atist painter, M
alevich. 

This is another w
ork that resonates 

w
ith the idea of how

 m
uch Latin 

Am
erican artists are aw

are of the 
European artistic tradition that 
they have learned from

. All of the 
artists w

ho are in this exhibition 
are highly educated people w

ho 
studied in their ow

n countries but 
also in Europe and in the U

S. Som
e 

of them
 live in the U

S, and they 
have grasped all of these ideas from

 
a close perspective and in their ow

n 
studies. 

This w
ork’s title in Spanish is 

M
urm

ullos (M
urm

urs) by M
exican 

tim
e. Ribadeneira is interested in 

questions that w
ere im

portant to 
explorers hundreds of years ago, 
questions such as “W

here am
 I?,” 

“W
here do I com

e from
?,” “W

here 
am

 I going?” “H
ow

, am
 I going 

to get to that unknow
n place?” 

The answ
ers, she believes lies 

som
ew

here betw
een doubt and 

certainty. That’s w
hy it’s part of 

the title as w
ell. And she says that 

there is no actual answ
er to this 

question. Although these objects, 
navigational tools, are not used 
anym

ore, or are obsolete, they can 
still have another purpose. You can 
still use it in different contexts, 
like for research purposes or for 
all navigational interests. These 
navigational tools w

ere m
eant to  

be used for colonizing purposes, 
but now

 w
e can relearn a new

 
w

ay for us to use them
 and ask 

the sam
e questions from

 a very 
different perspective. 

There are other artists throughout 
the exhibition w

ho are addressing 
this sam

e them
e. O

ne is behind 
you, and I know

 this is hard for all 
of us to see, but I w

ant to say a 
couple of w

ords about it. This w
ork 

by Cuban artist, Carlos M
artiel, 

called A
w

ard M
artiel, C

arlos, is 
really fascinating. H

e had a group 
of surgeons rem

ove a six-centim
eter 

piece of skin from
 his body, from

 

his left w
aist, as seen in the 

video. H
e also had a specialist in 

preserving anim
als, the traditional 

trade of taxiderm
y, cure that 

piece of skin for him
. That piece 

of his body w
as put into this gold 

m
edal here. And the title, A

w
ard 

M
artiel, C

arlos, reflects on this 
as the ultim

ate aw
ard, the gold 

m
edal. It’s a criticism

 of the Cuban 
institutions that are providing 
aw

ards to select citizens. W
hat he’s 

trying to say is, “this w
asn’t given 

to m
e by the institution, I aw

arded 
m

yself this aw
ard.” And after the 

rem
oval of that skin, he decided 

to have tattooed the technical 
inform

ation of the w
ork next to the 

part of his skin that w
as rem

oved. 
It’s an elaborate criticism

 of the 
institution of recognition and 
the process of selecting citizens 
to be aw

arded those m
edals. It’s 

questioning w
hy certain people 

receive that type of recognition, 
w

hy som
eone like M

artiel w
ouldn’t 

receive an aw
ard, nam

ely because 
of his race and sexuality.

H
ere is another piece, and I think 

it’s a great piece for us all to 
be able to look at com

fortably. 
This w

ork fascinates m
e, 

personally. It is by Argentinian 
artist H

oracio Zabala and it’s 
titled H

ypothesis for 25 Signs 
and 17 M

onochrom
es. W

hat 

the artist is doing is com
bining 

tw
o entities that are seem

ingly 
com

pletely different, w
hich are 

m
athem

atical and gram
m

atical 
signs, and also, m

onochrom
es, 

w
hich are paintings that don’t 

really have a com
position, or a 

figurative aspect. W
hat he’s trying 

to convey is the idea that, although 
these com

ponents together have 
been neglected, he is offering the 
possibility of intertw

ining that 
difference, and elaborating on 
that difference. H

e really believes 
that, by putting together tw

o 
seem

ingly opposite elem
ents, w

e 
are given the chance to rediscover 
a new

 relationship through that 
difference. Zabala said, “Relating 
differences does not m

ean 
reducing the com

plexity. It’s rather 
uncovering secret encounters 
betw

een m
inim

um
 possible 

relationships. It supersedes, m
uch 

m
ore than w

hat is actually seen. 
There’s m

uch m
ore.” So he’s draw

ing 
from

 ideas that are at the core 
of conceptual art, exploring and 
questioning the privileging of ideas 
over the m

ateriality of the w
ork 

of art, w
hich is a fundam

ental 
characteristic of the Latin Am

erican 
[contem

porary art] scene. 

Another piece w
ithin the realm

 of 
conceptual art w

e have here is by 
Brazilian artist Anna Linnem

ann. 

She created a really w
onderful 

piece that is very com
plex. The 

title is N
otes on P

ractice (Studio 
T

able #
3), and w

ith this w
ork she 

reflects on the idea of invention 
as artist, creation as creator. W

hat 
w

e see on this table are different 
m

achines that she created that 
are im

itating and reflecting on the 
artistic practice, connected through 
electric m

echanism
s. The m

achines 
are brought to life through 
electronic connections that m

ake 
them

 w
ork in different w

ays: 
there’s a m

echanical paintbrush in 
that corner that spreads the paints 
over the canvases, also you have 
these robotic pencils w

orking on 
repetitious com

positions.

From
 this point you can see here 

this is a fascinating piece by artist 
M

arco M
aggi from

 U
ruguay. This is 

another com
plex w

ork that requires 
us to look at either from

 afar or 
up close. It requires us to stop 
and slow

dow
n in order for us to 

appreciate it m
ore. It is com

posed 
of 98 reem

s of paper organized in a 
perfect grid. These are letter-sized 
paper stacks w

ith cuts on top of 
each stack. O

ne of the prem
ises of 

this w
ork is that w

e should be glad 
about technology. 

[Addressing the visitors] W
hat 

does this look like for you if I 

artist Antonio Vega M
acotela. 

As you can see in this piece, he 
has w

orked w
ith new

spapers. H
e 

presents the view
er w

ith tw
o 

copies of a new
spaper from

 the 
sam

e day, the cover and one inside 
page. W

hat he does is to publish an 
advertisem

ent on a random
 page 

of a new
spaper. The advertisem

ent 
features a black rectangle and 
w

hat looks like a scribble. I invite 
you so step up here if you are 
w

illing to participate in this piece. 
In order for you to be able to 
read w

hat is w
ritten on the black 

rectangle you have to kneel on top 
of the cushion, here, and place 
your chin against the w

all. Then 
you w

ill see that w
hat looks like 

scribble is in reality a m
essage only 

visible from
 a low

 angle. This is a 
technique that w

as popularized 
during the renaissance and it is 
called anam

orphism
, w

here a figure 
can only be seen from

 a certain 
angle or otherw

ise it rem
ains 

indecipherable. Vega M
acotela 

learnt the technique from
 drug 

dealers that he m
et w

hile he w
as 

w
orking w

ith prisoners in a jail in 
M

exico resulting in this com
plex 

and fascinating portrait of how
 

things operate in parallel realities. 

.horacio zabala,  
H

ypothesis for 25 Signs  
and 17 M

onochrom
es, 2017,  

acrylic on canvas and enam
el 

on w
ood, 23 × 259 × 15 in

[58.4 × 657.8 × 38 cm
],  

Cisneros Fontanals  
Art Foundation Collection, 
courtesy the H

arn M
suem

 
of Art.

.carlos m
artiel,  

A
w

ard M
artiel, C

arlos, 
2014,
Photography, video  
and m

edal w
ith artist’s skin,

Dim
ensions variable,  

Cisneros Fontanals  
Art Foundation Collection,  
video still,  
courtesy U

niversity Galleries
(detail).
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Jorge M
éndez Blake is a m

aster 
m

anipulator in incorporating 
classical literature w

ith sculpture, 
but it is his use of gallery space 
that m

akes his w
orks fascinating. 

W
hy display the books in a cube 

and not typical rectangular shelves? 
W

hy the grand installation and not 
m

ake the w
ork m

ore intim
ate in 

size? M
éndez Blake creates a space 

w
ithin the gallery that calls for 

all kinds of view
ers in the gallery: 

black, Asian, H
ispanic, and w

hite, 
to unite at this single installation, 
picking up unknow

n books and 
not being afraid to read w

hat is 
inside. W

ith interactive art com
es 

innovation from
 both the artist 

and the view
er. The artist sets up 

the installation, and it is now
 up 

to the view
er to interact w

ith art 
and in the process, create different 
interpretations and perspectives 
that m

ake the art in itself unique 
and creative. Creating a large black 
cube to hold his books in the B

lack 

Student P
aper I:  

jorge m
éndez blake,  

B
lack P

avillon/O
pen Library,  

by ayla santos       

An architect by profession but book 
lover by choice, M

exican conceptual 
artist Jorge M

éndez Blake 
creates a distinct com

bination of 
architecture and literature in his 
artw

orks, using space to engage 
the view

er to interact w
ith his 

artw
orks, and transform

ing the 
act of reading as part of his w

ork, 
giving it a physical dim

ension 
through architecture. 1 M

éndez 
Blake’s installation, B

lack 
P

avilion/O
pen Library, is 

com
posed of a large black cube 

w
ith shelves carrying num

erous 
black covered books filled w

ith 
quotes collected by the artist.  
W

ith a large m
irror at the bottom

 
of the cube, the view

er is forced  

to face their ow
n im

age, facing 
texts that encapsulate parts o 
f Latin 

Am
erican history and the artist’s 

identity.  B
lack P

avilion/O
pen 

Library is a large installation that 
harnesses the value of reading, 
creating a space for different 
view

ers carrying different identities 
to read w

hat is unknow
n to them

, 
and using a cube to ground the 
connections betw

een literature  
and the visual arts. 

W
alking into the gallery, the 

view
er is confronted by the large 

installation, a grand black cube 
w

ith num
erous shelves, w

hich 
hold about four to ten books each. 
W

hat appears to be the skeleton 
of a cube holds at the bottom

 a 
m

irror, reflecting the faces of the 
view

ers as they interact w
ith the 

installation. All the books displayed 
are covered in black, m

aking their 
content and title unknow

n to the 

view
er. In order to know

 w
hat the 

book consists of, the view
er m

ust 
pick it up and read it. Som

e books 
are available to be read in English 
or Spanish, how

ever no one book 
is the sam

e. W
hen interacting 

w
ith this installation, one phrase 

that interested m
e from

 a book 
w

as “M
i soledad no m

e asusta, 
es casi olím

pica.” (M
y loneliness 

does not scare m
e, it is alm

ost 
O

lym
pic). M

any of the books are 
filled w

ith sm
all quotes like these, 

som
e larger than others, but the 

unity that is created w
ith these 

books, as the m
irror captures 

the faces of confused, excited, 
or intrigued view

ers creates a 
space unique to their identity and 
the art of literature. The notion 
of transform

ing literature into 
architecture is not new

 to M
éndez 

Blake, in his installation w
ork 

A
m

erika, the artists constructed 
a vast red brick w

all in the gallery, 
w

ith only a copy of Franz Kafka’s 

first novel, A
m

erika, under the 
w

all, creating a visible break in 
the linear structure of the w

all. 2 
The book tells the story of a young 
im

m
igrant nam

ed Karl Rossm
an, 

and by creating a subtle curve 
in the com

position of the w
all, 

it sublim
ely suggests them

es 
of inequality, system

ic racism
, 

ideological barriers betw
een 

nationalities, and political and 
econom

ic disparities in history. 3  
The w

all is crushing Kafka’s 
hum

orous im
m

igrant story, yet the 
singular book alm

ost fights back, 
creating the noticeable curve. 
A

m
erika, just like the B

lack 
P

avilion/O
pen Library, harnesses 

the im
portance of literature, w

ith 
one w

ork sym
bolizing the im

perfect 
w

all betw
een M

exico and the 
U

nited States, and another forcing 
the view

er to confront their ow
n 

identity, w
hile reading the artist’s 

m
anifestations of his ow

n. 

P
avilion/O

pen Library, M
éndez 

Blake is not only uniting the 
view

ers under the com
m

on thread 
of literature but is uniting the 
essence of literature w

ith sculpture.

An artist from
 Guadalajara, M

exico, 
Jorge M

éndez Blake decided 
to take his love for classical 
literature and incorporate it into 
his sculptures, and in the process 
invent a new

 language of literature 
in architecture, creating long 
extended m

etaphors in a variety of 
his w

orks. 4 The B
lack P

avilion/
O

pen Library, 2013, placed as the 
first w

ork the view
er encounters 

w
hen stepping into the P

lural 
D

om
ains gallery at the H

arn 
M

useum
 of Art, m

akes a statem
ent. 

In a gallery w
here num

erous Latin 
Am

erican artists use their identity 
and culture to create art using 
vastly different m

edium
s and 

intentions, M
éndez Blake is one 

of the few
 w

ho m
ake the view

er 
read, w

alk around, and interpret 
both the installation itself and the 
books w

ithin it. In the end, w
e are 

all united w
ith the m

irror on the 
floor, forced to reflect on our ow

n 
im

age, holding the book w
hich 

encom
passes the m

anifestations 
of the artist’s ow

n deep, personal 
reflections. 

1. David, Eric. “Seeing 
Poetry: M

exican Artist Jorge 
M

éndez Blake Transform
s 

Literature into Sculpture 
and Visual Art.” Yatzer, 
M

arch 10, 2016. https://
w

w
w

.yatzer.com
/jorge-

m
endez-blake. 

2.  Edgington, Colin. “Jorge 
M

.” The Brooklyn Rail, 
April 25, 2019. https://
brooklynrail.org/2019/05/
1by1/JO

RGE-M
N

D-
EZ-BLAKE-Am

erika.  
3.  Edgington, “Jorge M

.”
4. Batet, Janet, “deferred 
archive.” A

rte A
l D

ia, 
2013.

.jorge m
éndez blake,  

B
lack P

avilion/O
pen Library, 

2013, photos Jazm
ine Baca, 

courtesy the H
arn M

useum
  

of Art. 
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of the fear m
any Argentinians 

felt during the w
ar. They did not 

know
 w

ho w
as safe to talk to, 

w
ho w

ould turn them
 in for being 

“left,” or w
ho w

as secretly w
orking 

for the corrupt governm
ent. As 

a result, there w
ere m

any failed 
com

m
unicative exchanges during 

this tim
e. Am

alia uses the trope 
of a childhood toy along w

ith her 
expressive m

etaphors to evoke 
m

em
ories that m

ay be repressed. 

Childhood tropes surrounding 
com

m
unication difficulties have 

been seen in her oeuvre m
any 

tim
es before. For exam

ple, her 
installation E

avesdropping, in 
w

hich a plethora of drinking glasses 
w

ere pressed backw
ards against  

a w
all, illustrates the inherent 

social im
portance of effectively 

listening and com
m

unicating.  
If T

hese W
alls C

ould T
alk and 

E
avesdropping both represent  

an individual’s desire to be a part  
of a larger social exchange and  
the universal im

pulse and necessity 
of com

m
unication. 

.Student P
aper II:  

am
alia pica,  

If T
hese W

alls C
ould T

alk by 
alaina avirett

 am
alia pica– is an Argentinian 

artist based in London. H
er 

w
ork has been show

n all over 
the w

orld including the Kunst 
H

alle Sankt Gallen, M
arc Foxx 

Gallery, Los Angeles, Chisenhale 
Gallery, London, and M

alm
ö 

Konsthall, to nam
e a few

. H
er 

w
ork revolves around questions 

of com
m

unication, obsolete 
technology, and politics. This essay 
w

ill cover her installation titled If 
T

hese W
alls C

ould T
alk, w

hich 
currently is on display in P

lural 
D

om
ains at the U

niversity of 
Florida. This piece w

as m
ade as a 

m
em

ory aid to com
bat the erasure 

of the Dirty W
ar, a roughly eight-

year w
ar in Argentina. 

The dim
ensions of If T

hese W
alls 

C
ould T

alk is com
posed of tw

o 
w

hite w
alls attached to the inside 

of the U
niversity Gallery space 

in the right corner. The w
alls are 

parallel to each other, supported 
by w

ooden panels, w
ith about 

3 feet of space betw
een them

. 
They scale about 12 feet in height 
and 17 feet in length. The w

alls 
are m

ade of dryw
all, the sam

e 
m

aterial traditionally used in a 
gallery space to divide the artist’s 
w

ork. The furthest w
all has just 

enough room
 betw

een it and the 
gallery’s w

all for the view
er to 

w
alk around to view

 both sides 
of the installation. Drilled into 
both w

alls are a lot of holes in no 
particular pattern. U

pon further 
inspection, the holes are filled 
w

ith lidless, em
pty tin cans. As the 

view
er m

oves around the piece it 
is discovered the space betw

een 
the w

alls is open. The open space 
is inhabited by the now

 exposed 
tin cans w

ith strings attached 
to the ends, connecting to tin 
cans on the opposing w

all. Som
e 

cans have their labels rem
oved 

but m
any still have their original 

food label (green beans, chicken 
noodle soup, etc.). The string and 
tin can ensem

ble is rem
iniscent of 

a children’s handm
ade telephone, 

but the large and com
plicated 

quantity of strings m
akes it 

im
possible to tell w

hich cans are 
connected. The form

 of the tin can 
telephone is vital to her concept of 
repressed m

em
ory. 

Am
alia Pica w

as born in 1978, just 
tw

o years after Argentina becam
e 

ruled under dictatorship and w
aged 

w
ar against its people and any 

suspected left-w
ing subversives. 1 

During an eight year period, the 
Argentinian governm

ent repressed 
citizens’ m

em
ories to control the 

population and avoid revolt. 2 
They did this by erasing evidence, 
silencing entire fam

ilies, effective 
m

edia cam
paigns, and alm

ost 
universal denial. 3 For the m

ost part, 
the governm

ent w
as successful 

in controlling the m
em

ory of 
its citizens. This is significant 
because m

em
ories of these tim

es 
have turned into political capital 
resulting in m

em
ory control by 

the governm
ent. 4 Since m

any 
people disappeared w

ithout 
evidence and record of the w

ar 
w

as highly censored, there is 
lim

ited recollection of the turm
oil 

experienced. W
hat ties a society 

together is the collective identity 
of a nation that is often based on 
shared m

em
ory and experience. 5 

W
ithout collective m

em
ories, it is 

difficult for a feeling of connection. 
Despite m

any hum
an rights groups 

w
orking to keep the m

em
ory of 

the w
ar and victim

s alive (and to 
keep the governm

ent accountable), 

m
em

ory repression has had long-
term

 consequences on Argentinian 
fam

ilies. 6 Am
alia’s w

ork aim
s to 

spark m
em

ories of these events to 
piece together her country’s history 
and keep the narrative out of the 
hands of the oppressors. 

In an interview
 w

ith Am
alia, she 

m
entions her love of philosopher 

M
aurice M

erleau-Ponty w
ho 

believes that objects hold m
em

ories 
that are triggered w

hen touched 
or seen. 7 Because of this, it is 
no surprise she used an object 
associated w

ith childhood, the 
period of her life m

ost affected by 
the w

ar. Furtherm
ore, canned goods 

are also rem
iniscent of countries 

under dictatorship as their food 
source is usually heavily m

onitored. 
In an interview

 w
ith the artist, she 

confirm
s her association of canned 

goods w
ith class division and 

political unrest on a global scale. 8 

Due to the large, opaque size of 
If T

hese W
alls C

ould T
alk, it 

can be difficult to discern w
ho you 

are talking to on the other side. 
In addition, m

any of the holes to 
speak into are im

possible to reach 
due to their height and there are 
too m

any strings to keep track 
of. This is a visual representation 

H
er w

ork is sim
ple in form

, but 
com

plex in concept. There is a 
reason w

hy she has becom
e such  

a successful artist in a short 
am

ount of tim
e. The Dirty W

ar 
is difficult to study due to the 
governm

ent’s erasure of its events, 
but artists like Am

alia Pica are 
keeping the public’s interest  
and victim

’s nam
es alive. 

.am
alia pica,  

If T
hese W

alls C
ould T

alk,
2021, w

ood, tin cans, screw
s, 

paint, glue, string,  
192 x 45 x 120 in [487.7 x
114 x 304.8 cm

],  
Cisneros Fontanals Art
Foundation Collection,  
photo Randy Batista,  
courtesy 
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ar. Accessed:  
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ber 30, 2021.
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 Consequences,” 
Sum
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Long-Term

 Consequences,” 4
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W
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Long-Term

 Consequences,” 4
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Long-Term
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If T
hese W

alls C
ould T

alk. 
The w

ork stem
s from

 the childish 
desire to be understood and 
listened to w

ith open ears, yet 
crisscrossed lines m

ake it difficult 
to tell w

hich line is connected to 
w

hich. 8 By doing so, Pica unveils 
the deep truth that arises from

 
m

iscom
m

unication. The act of 
delivering and receiving m

essages, 
w

hether they are transm
itted 

through verbal or nonverbal 
com

m
unication, along w

ith several 
lim

itations, are all central to her 
w

ork. Sim
ilar to Pica’s previous 

artw
orks in utilizing m

athem
atical 

principles of inclusion and 
exclusion in a broader context, 
the artw

ork that is currently being 

discussed em
phasizes the com

plex 
relationship betw

een com
m

unity 
and com

m
unication. Pica 

essentially challenges the notions 
of language through artistic 
m

edium
s, signifying that language 

can be conceived not only through 
w

ords, but through codes, sym
bols, 

and ordinary objects. 

In a final analysis, Am
alia Pica’s 

artw
ork, If T

hese W
alls C

ould 
T

alk, is one that em
bodies 

abstract conceptualism
 and places 

heavy em
phasis on the autonom

y 
of subjectivity. The installation 
piece, though sim

plistic and 
quiet, expresses the urgency of 
com

m
unication w

hile outlining 
the continual experiences of its 

m
any failures. Draw

ing from
 the 

suppression of com
m

unication 
and freedom

 of expression under 
Argentinian dictatorship, Pica 
constructs a conceptual practice 
to test the com

plex relationship 
betw

een consent, privacy, 
and listening. As the nam

e 
im

plies, w
ithin the w

alls lie an 
entanglem

ent of connections. If 
these w

alls could talk, they could 
com

m
unicate joy, loss, or even 

sw
eet contentm

ent. M
any events, 

stories, and em
otions occur w

ithin 
the w

alls, yet the listener m
ay 

not know
 all of the details w

hich 
further outlines Pica’s intent in 
acknow

ledging the obstacles in 
com

m
unication. 

Sim
ilarly, her 2011 piece, V

enn 
D

iagram
s (U

nder the Spotlight), 
the artistic precursor of A

 � B
 

� C
, em

ploys a projection of 
tw

o-colored overlapping circles 
alluding to the set theory by 
m

athem
atician John Venn. 6 The 

reference is especially im
portant 

w
ith the study of m

athem
atical 

relationships of exclusion and 
inclusion as w

ell as a reflection of 
her childhood in Argentina. After 
m

ilitary junta forces seized control 
of Argentina during the 1970s, 
Venn diagram

s w
ere banned from

 
textbooks and the elem

entary 
curriculum

 on the grounds of 
their potential to propagate group 
dynam

ics and instigate collectivist 
ideals. 7 This m

athem
atical concept 

of intersection and inclusion 
w

as perceived as conductive to 
subversive political thought. The 
installation piece serves as political 
com

m
entary and illustrative 

criticism
 of the dictatorship that 

took place in her native hom
eland 

of Argentina. This contextualizes 
Pica’s intention in her w

orks as a 
w

hole, as overlapping shapes are 
presented as sym

bols of com
m

unity 
and solidarity. 

Building from
 these tw

o artw
orks, 

it can be further argued that 
com

m
unication plays a m

uch 
bigger role in the artw

ork entitled 

m
aking it difficult to differentiate 

w
hich m

etal can is connected to 
w

hich. The cans are all situated in 
tw

o free-standing w
ooden w

alls 
that stand parallel to each other. 2 
H

ere, the artist utilizes antiquated 
form

s of technology to further 
display ironic circum

stances 
for possible m

iscom
m

unication 
betw

een the view
er and the 

artist. The artw
ork can thus be 

interpreted in a broader political 
dim

ension, w
here it can be argued 

that global and cultural divisions 
stem

 from
 m

odernization of 
society. In this case, Pica’s w

ork 
brings up a sense of fam

iliarity, 
one that calls to the view

er’s past 
m

em
ories of shared experience. 

The m
aterials utilized in the piece, 

cans and strings, evoke a sense 
of sim

plicity and aesthetic appeal 
to w

hich the view
er can easily 

respond. As an artist w
ho w

as born 
under a civic-m

ilitary dictatorship 
and state terrorism

 (The Dirty 
W

ar) in Argentina, Pica identifies 
the relationship betw

een form
 

and politics as w
ell as collective 

com
m

unication. 3 In recalling 
the m

assacre and decim
ation of 

thousands of civilians accused 
of political dissent, the artist’s 
m

etaphorical installation piece 
form

s a critique of the individual’s 
pure egoism

 as m
uch as certain 

barriers in com
m

unication, w
hether 

one is able to form
 a bond or if that 

bond w
ould be deflected depending 

on the circum
stance. The piece 

is interactive, yet it is still very 
private, further noting that it is 
difficult to com

m
unicate to those 

on the other end. 

This artw
ork can also be tied into 

Pica’s other prom
inent w

orks 
that deal w

ith hum
an m

odes 
of com

m
unication on m

ultiple 
levels, w

ith subtexts that range in 
passivity, practicality, and political 
contexts. For instance, one of 
her prom

inent instillation pieces, 
entitled A

 � B
 � C

, is currently 
held at the Guggenheim

 M
useum

 
in N

ew
 York. 4 In it, Pica pivots to 

focus on the concept of set theory, 
a facet of m

athem
atical logic that 

deals w
ith a collection of objects 

and the intersection of m
ultiple 

sets inhabiting sim
ilar elem

ents. In 
the installation piece, translucent 
colored shapes overlap, illustrating 
a constellation of distinct 
intersections and configurations 
that can be created w

hen m
oving 

the shapes. 5 By inviting perform
ers 

to shift and m
anipulate the 

positions of the colored shapes, 
Pica instills a new

 elem
ent of 

abstraction as a w
ay for the 

view
er to envision a new

 m
eaning 

for collectivism
 and com

m
unity. 

Student P
aper III:  

am
alia pica,  

If T
hese W

alls C
ould T

alk,  
by kayla greer

In the w
ake of the digital era, 

technology has revolutionized 
the w

ay people com
m

unicate 
in the context of long-distance 
com

m
unication. Am

alia Pica’s 
conceptual artw

ork located in 
the U

niversity Gallery, entitled 
If T

hese W
alls C

ould T
alk 

revolves around the fundam
ental 

issues of com
m

unication such 
as the m

odes of receiving and 
delivering m

essages, interpersonal 
connection, and verbal and non-
verbal com

m
unication in a global 

political context. This paper w
ill 

explore how
 Am

alia Pica’s piece 
highlights the com

plex relationship 
betw

een privacy, listening, and 
consent; these factors also relate to 
the im

portance of com
m

unication 
through nostalgic m

eans. 

In the installation piece, telephones 
fabricated from

 tin-cans of 
com

m
ercial goods are attached to 

opposing w
alls and are connected 

to a large netw
ork of thin strings. 1 

The strings that cross tow
ards the 

open space are intertw
ined w

ith 
each other, presenting the blurred 
transm

ission of inform
ation and 

.am
alia pica,  

If T
hese W

alls C
ould T

alk, 
2021, w

ood, tin cans, screw
s, 

paint, glue, string,  
192 x 45 x 120 in  
[487.7 x 114 x 304.8 cm

], 
Cisneros Fontanals Art  
Foundation Collection,  
photo Randy Batista,  
courtesy U

niversity Galleries 
(detail and view

).
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m
anipulating so-called puppet 

governm
ents and elite leaders w

ho 
contributed to the  U

nited States’ 
econom

ic grow
th and exploited the 

w
orking class. 6 Labor coercion and 

political intervention along w
ith 

Latin Am
erican prioritization of 

exportation m
eant the peasantry 

and w
orking-class dem

ands w
ere 

ignored and violent rebellions 
becam

e increasingly frequent. These 
rebellious sentim

ents are illustrated 
by Claudia M

artinez Garay w
ithin 

Sub A
m

erica through galvanized 
figures and sym

bols of unionization 
in the fight for freedom

 from
 

tyrannic rulers.

M
oreover, Sub A

m
erica can 

be contextualized in regards to 
Garay’s other artw

orks w
hich also 

tackle sim
ilar them

es of Latin 
Am

erican revolts, exploitation 
by dictatorships, and econom

ic 
disparity. For instance, Claudia 
M

artinez Garay’s piece from
 the 

2019 exhibition A
rco M

adrid 
en G

insberg G
alería, Lim

a, 
parte de la sección P

eru en A
rco 

uses the sam
e im

ages of hum
an 

figures and collective rebellion 
w

ith a sim
ilar color palette. 7 The 

w
ord “Revolution” can be seen 

behind the crucified figure w
ithin 

this w
ord, very explicitly telling 

the audience the subject m
atter 

of this artw
ork. U

nlike som
e of 

Garay’s other installation w
orks, 

w
hich highlight the loss of Latin 

Am
erican prehistoric culture due 

to colonialism
, both Sub A

m
erica 

and the artw
ork from

 the A
rco 

M
adrid exhibition address m

ore 
recent revolutionary sentim

ents  
of the late 20th century throughout 
the Latin Am

erican region.

In conclusion, Claudia M
artinez 

Garay’s painting stands out am
ong 

the rest of the exhibited w
orks in 

the H
arn’s Plural Dom

ains exhibit 
through her clear execution of 
subject m

atter. The audience can 
understand clearly the intensity 
of civic revolt against governm

ent 
regim

es w
ithin Central and South 

Am
erica and can conclude that 

w
orker exploitation, infringem

ent 
of freedom

s, and foreign political 
intervention are the cause  
of such unrest.

allow
 for the figures, chains, 

m
atches, and raised arm

s to be 
starkly contrasted against the artist’s 
chosen color blocks.

Furtherm
ore, contextualizing Garay’s 

artw
ork in relation to the recent 

history of econom
ic and political 

turbulence across Latin Am
erica is 

crucial in understanding the larger 
m

eaning of the individual figural, 
sym

bolic, and textual elem
ents 

w
ithin Sub A

m
erica. The pattern 

of violence w
ithin both Central 

and South Am
erica can be traced 

to the after-effects of the M
exican 

Revolution and W
orld W

ar I, w
here 

despite the international neutrality 
of m

ost nations, m
arkets and 

econom
ies w

ere heavily disrupted 
by the violence of both w

ars. 
Additionally, the U

nited States 
and the Soviet U

nion both had 
strong political and econom

ic 
interests w

ithin Central and South 
Am

erican regions resulting in foreign 
intervention. 4 Both com

m
unist and 

dem
ocratic governm

ents looked to 
establish econom

ic trade agreem
ents 

and support guerilla w
arfare and 

political leaders w
ith financial and 

m
ilitary supplies; Latin Am

erica 
becam

e a battleground for the proxy 
w

ars during the Cold W
ar era. 5 

As a result, Latin Am
erica saw

 
frequent changes in political 
leadership w

ith the U
nited States 

Student P
aper IV

:  
claudia m

artinez garay,  
Sub A

m
erica,  

by m
ichelle serafi

m
ovich

Claudia M
artinez Garay’s Sub 

A
m

erica is on display as part of 
the exhibition, P

lural D
om

ains: 
Selections from

 the C
isneros 

Fontanals A
rt Foundation 

C
ollection. Curated by Jesus 

Fuenm
ayor, P

lural D
om

ains 
calls attention to a diverse range 
of Latin Am

erican artists. As an 
exhibited Peruvian artist, Claudia 
M

artinez Garay chooses a m
ore 

explicit approach in depicting Latin 
Am

erican turbulence throughout 
the tw

entieth century, especially 
from

 the 1970s to the 1990s. U
nlike 

m
ost other w

orks on display w
ithin 

P
lural D

om
ains, w

hich subtly 
hint at their artistic m

essage, 
Sub A

m
erica uses obvious visual 

details, such as color and hum
an 

figures, to illustrate the shared 
issues of oppressive dictatorships 
and rebellion throughout Central 
and South Am

erican nations.

Looking m
ore closely at the content 

of Sub A
m

erica, w
e can see how

 
the piece blurs the line betw

een 
tw

o-dim
ensional painting and 

sculpture. The m
edium

 of the w
ork 

is acrylic paint on plyw
ood, and 

it is displayed hanging on a w
all. 9 

It is com
prised of m

any seem
ingly 

separate com
ponents, overlapping 

each other w
ith no real sense of a 

setting or background. H
ow

ever, 
great depth is developed as the 
revolutionary im

ages have three-
dim

ensionality on their ow
n and 

project even further tow
ards the 

view
er w

hen placed atop of each 
other. The protrusion tow

ards 
the audience m

akes one consider 
Sub A

m
erica to be m

ore than just 
a w

all painting. 

Focusing specifically on the 
represented figures’ body language, 
the infam

ous raised fist sym
bol 

is repeated throughout the 
com

position. This has been a global 
sym

bol for societal solidarity and 
fighting against governm

ental 
oppression. 1 The fist is not only 
a sym

bol of physical strength 
but of collective unity and hope 
to overthrow

 the oppressor. The 
figures appear predom

inantly m
ale, 

w
earing w

orkers’ clothing, such 
as a hat, uniform

ed shirts, and 
pants. H

ow
ever, a fem

ale figure is 
also present near the center of the 
com

position w
ith her naked breasts 

on display; an allegorical reference 
often used to sym

bolize a nation’s 
abundance. 2 The “m

otherland” in 

the form
 of a naked w

om
an further 

inspires revolutionary spirit as the 
rebels unionize to defend their 
nation against the oppressor. Som

e 
of the m

ale figures in the top 
left, low

er center, and top right 
are holding various w

eapons such 
as guns, m

achetes, and w
orkers’ 

ham
m

ers. Along w
ith fire and 

sm
oke, these elem

ents allude to 
violence and strength, w

hile the 
ham

m
er specifically is one-half of 

the ham
m

er and sickle im
agery 

adopted by revolutions across the 
globe. 3 The ham

m
er is a sym

bol 
of the proletariat and once m

ore 
confirm

s the w
orker status of the 

rebel figures w
ithin Sub A

m
erica. 

Furtherm
ore, the striking central 

broken chain sym
bolizes the 

breaking aw
ay from

 the pow
er of 

the dictator and the addition of  
the ripped new

spaper m
ay 

reference greater freedom
 of speech 

and press after the overthrow
  

of the restrictive governm
ent. 

The use of vibrant, m
ostly prim

ary 
colors, w

ith an em
phasis on red, 

further highlight the graphic style 
of this artw

ork and allow
 view

ers 
to m

ake the correlation betw
een 

the historic use of the color red to 
evoke violence, but also sym

bolize 
revolutionary sentim

ents, especially 
w

ithin com
m

unist regim
es. H

arsh 
outlines and rectilinear fram

es 

.claudia m
artínez garay,  

Sub A
m

erica, 2019,  
acrylic on plyw

ood,  
146 × 75 in [370 × 190.5cm

],  
Cisneros Fontanals Art  
Foundation Collection,  
courtesy H

arn M
useum

 of Art.
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that each w
ork is a piece of w

all 
that has been cut from

 the original 
placem

ent of the draw
ing at the 

CIFO
 space. W

e literally cut the 
 w

all and then fram
ed the pieces  

as draw
ings.

O
ne of the m

ain elem
ents of this 

piece w
as the location of the 

draw
ings. The draw

ings w
ere placed 

according to the type of m
ovem

ent 
that John, as a perform

er, can do 
from

 his w
heelchair.

This w
as a very large space and 

several of these draw
ings w

ere set 
at different heights in the space. 
O

ne w
as very low

 so that John w
as 

level w
ith it w

hen he got out of 
his w

heelchair and craw
led on the 

floor. There w
ere others that w

ere 
at his height w

hen he w
as seated 

in the chair, so he could see  
the pieces from

 his w
heelchair  

and interact w
ith the draw

ings.

The draw
ings all take as subject 

m
atter an interpretation of John’s 

spinal colum
n afflicted by the 

condition he w
as suffering from

. 
There is one that has a circular 
shape, and it is a reference to  
the w

heelchair, but the others are 
all referencing the spine. It w

as 
an installation that created an 
em

otional relationship betw
een  

the dancer, the draw
ings, and  

the people at the show
.

audience m
em

ber 1– So, these 
draw

ings are inspired by natural 
shapes? 

gn–  Yes, m
ost of the draw

ings 
are inspired by organic shapes. 
M

ostly from
 the spinal cord, as 

Jesús m
entioned before, because 

the dancer, John Beauregard, as a 
result of all of his back surgeries, 
has a m

odel of his spinal cord m
ade 

for doctors to use. The surgeon 
w

ould use this reproduction of his 
spine to explain to John w

hat they 
needed to accom

plish in surgery  
to alleviate som

e of his pain.

W
ith this w

ork w
e also had a 

conversation betw
een John and 

the audience in w
hich he explained 

his spinal issues and described his 
experiences during the process of 
recovery. O

ften, his m
em

ories and 
his experiences related to gravity. 
H

ow
 gravity becam

e som
ething 

im
portant for him

 after the 
accident. H

ow
 gravity becam

e 
basically the m

ost crucial and 
dram

atic elem
ent of his m

ovem
ent 

in everyday actions. I recreated the 
spinal m

odel in various positions 
related to his new

 condition and 
actions. For exam

ple, this piece 
over here is related to balance and 
all the negotiation that he has to 
apply to his body in his condition, 
playing w

ith the w
eight of his body 

that doesn’t m
ove, the w

eight  
of his body that does m

ove, and 
using elem

ents like the w
heelchair, 

w
hich becam

e som
ething im

portant 
that that he had to incorporate 
into his natural m

ovem
ent w

ith  
it becom

ing part of his everyday 
life. All of these im

ages are related 
to that.

This piece could look like  
a lizard, for exam

ple, it could be 
representing an im

aginary anim
al 

skeleton that could be m
oving  

in that w
ay. At the sam

e tim
e,  

it could look like a piece of jew
elry 

or like a som
ething precious. Also, 

this elem
ent and the one that 

is all the w
ay at the other end 

are recalling the shape of a boat. 
The hydrodynam

ic form
 the boat 

im
itates the shape of a fish to be 

able to m
ove and navigate  

through w
ater. 

So, by natural intuition it is all 
related. John is also a boater. H

e has 
a boat. H

e w
orks on his boat and he 

craw
ls all the w

ay to his boat and 
he fits him

self in positions to w
ork 

on the engine. This is such a brave 
m

an. H
e w

ent out to the ocean and 
you have to help him

, to drop him
 

in the w
ater, but in the w

ater he 
feels a lot of relief. It’s an im

portant 
elem

ent because in the w
ater the 

spine can just relax, be relieved  

of the w
eight of his body, and  

so he is in an environm
ent in w

hich 
he feels capable.

John is a tall guy. H
e used to be 

a construction m
anager for his 

ow
n com

pany, and he studied 
engineering design. H

e is originally 
from

 Colorado. H
e is just a special 

character and a very brave m
an. 

I m
ean, he recovered from

 the 
accident that occurred during his 
w

ork, and he becam
e a dancer, 

w
hich is som

ething com
pletely 

different than his previous w
ay 

of life. N
ow

, he’s deep into dance, 
understanding dance, expressing 
him

self w
ith dance, and even 

collaborating w
ith other dancers, 

actors, and artists like m
e.

audience m
em

ber 2– W
hat he 

did w
ith you is he choreographed 

a dance, and you created specific 
im

ages for him
 in advance?

gn– Yes, the original space is not 
here. This could be thought of 
as an archaeology of the original 
piece. The original piece w

as the 
space and the platform

 w
ith a 

ram
p that w

as designed by he and 
I together. H

e suggested to m
e 

that he w
anted to play w

ith the 
gravity of his body, so there w

as a 
ram

p w
here he could craw

l all the 
w

ay to the top of these m
attresses, 

w
e put tw

o m
attresses on tw

o 

glexis novoa -  
A

 P
lural D

om
ains artist talk  

at the H
arn M

useum
 of A

rt

harn m
useum

 of art.  
university of fl

orida, 
gainesville. 
october 27, 2021

 jesús fuenm
ayor– H

ello, m
y 

nam
e is Jesús Fuenm

ayor. I am
 

the curator of P
lural D

om
ains, 

and w
e are, here, at the H

arn 
M

useum
 of Art, today, to have a 

conversation w
ith Glexis N

ovoa. 
Glexis is one of the artists featured 
in the exhibition. H

e is the author 
of the w

orks that w
e have  

behind us.

W
e are thankful to the Cisneros 

Fontanals Foundation for letting  
us organize this show

 because it 
is an im

portant set of artists and 
w

orks, and, also, w
e are excited 

about the possibility of show
ing 

the diversity of contem
porary  

Latin Am
erican art.  

W
e are here today because Glexis 

N
ovoa w

as invited by the School 
of Art and Art H

istory at the 
U

niversity of Florida to give a 
lecture for the students of the 
school. H

e has also been m
aking 

studio visits to talk w
ith graduate 

students about their w
ork. 

W
e, of course, w

anted to take 
advantage of Glexis’ presence here 
in Gainesville to have this public 
conversation at the H

arn. Glexis 
w

as born in H
olguín, Cuba in 1964. 

H
olguín is a provincial tow

n about 
a 24-hour drive from

 H
avana. So, it 

is aw
ay from

 the m
etropolis. You 

m
oved to H

avana w
hen you w

ere  
a little kid, yes? Five years old?

glexis novoa– Yes, som
e 

im
portant people in the past also 

m
oved from

 H
olguín to H

avana. 
Fidel Castro w

as from
 H

olguín.

jf– O
h! Castro w

as from
 H

olguín? I 
did not know

 that. W
ell, in H

avana 
you studied at the national school 
of art. W

hile at the school, w
hen 

he w
as still student, he becam

e 
an im

portant m
em

ber of the 
avant-garde art scene in H

avana. 
In 1980s there w

as an exhibition 
called V

olum
en U

no, the “volum
e 

one” generation, w
hich w

as able 
to bring together the m

ost radical 
artists w

orking in Cuba. This w
as an 

im
portant m

om
ent for Cuban art 

because, as you m
ay already know

, 
in the years since the revolution 
took over the governm

ent in the 
late 1950s, there w

as also a cultural 
revolution. This idea that w

e have 
from

 a w
estern point of view

 

of w
hat an artist should do w

as 
not seen as useful by the leaders 
of the revolution. They w

anted 
artists to focus on prom

oting the 
governm

ent. They w
anted artists 

to do a m
ore political type of art: 

posters and im
age propaganda for 

the com
m

unist party. So, from
 the 

60s, 70s, and w
ell into the 80s 

m
ost artists in Cuba w

ere doing 
propaganda for the party, often in 
the style of Socialist Realism

 that 
could also be found in the Soviet 
U

nion or East Germ
any at the tim

e.

So w
ith Volum

e O
ne Glexis w

as 
a part of the first generation of 
artists that w

ere able to create a 
different type of art. An art that 
w

as not the type of art that the 
governm

ent w
as telling the artists 

to do. This w
as an im

portant 
m

ovem
ent. They held show

s 
everyw

here. They did show
s here 

in the in the U
S, in Germ

any, and 
elsew

here in Europe. It w
as a group 

of artists, there w
ere like 10 or 12 

of them
, and Glexis w

as one of the 
m

ain figures in that scene. 

You, then, decided to m
ove to 

M
exico, right? In the early 90s?

gn– Early 90s. 

jf– H
e did very w

ell in M
exico. 

There w
as another group of Cuban 

artists w
ho also w

ent there, and 

they becam
e very w

ell know
n  

all throughout Latin Am
erica  

and the U
S. At that tim

e you w
ere 

also teaching part of the tim
e  

in M
exico? 

gn– Yes, I taught in M
onterrey, 

and, then, in 1995 I m
oved  

to M
iam

i.

jf– H
e has been a U

S citizen since  
a w

hile ago and he has been 
living in this country for the last 
30 years. H

is w
ork that w

e have 
behind us [Specific O

bstacles, 
2012] is connected to the idea  
of review

ing the sym
bolic m

eaning 
of certain icons.

These are a set of w
orks that he 

did in relation to a perform
ance 

that w
as a collaboration betw

een 
Glexis and w

ith physically 
challenged dancer John Beauregard. 
W

hat Glexis did w
as to create 

these draw
ings for John, w

ho is 
disabled. John is a dancer w

ho 
lost the ability to w

alk and began 
perform

ing in a w
heelchair.

Glexis created an installation for 
him

 inside of the CIFO
 gallery space 

in M
iam

i. The m
ain com

ponents 
of the installation w

ere these 
draw

ings behind us and a stage for 
John to perform

 on. After w
e finish 

this conversation, you can com
e 

closer, and you w
ill be able to see 

.glexis novoa,  
Specific O

bstacles,  
2012, eight graphite
draw

ings on dryw
all,  

dim
ensions variable,  

Cisneros Fontanals Art  
Foundation Collection,  
courtesy H

arn M
useum

 of Art.
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I’m
 using the draw

ings like a 
pretext to induce the view

er to pay 
attention to the space. Som

etim
es, 

if you think of a space like this, 
totally w

hite w
alls, and there are 

only the draw
ings in the space, as 

a view
er you look at the draw

ings 
because the space is basically 
em

pty otherw
ise, so I’m

 inducing 
the view

er to participate w
ith his 

ow
n identification w

ith the space  
and his ow

n relationship w
ith  

the space.

The view
er needs to decide w

here 
to go and look, first, here, then 
there. Som

e people they don’t pay 
enough attention. They just pass 
by and they ignore the draw

ing. 
It’s a process in w

hich I like to 
create com

m
unication w

ith the 
view

ers and betw
een the view

ers 
because w

hen you have m
ore than 

one view
er in the room

 som
etim

es 
they can coincide looking at the 
sam

e draw
ing, and the draw

ings 
are sm

all, so the view
ers need to 

get closer to each other to look the 
sam

e draw
ing and m

aybe they start 
looking into each other’s eyes. That 
eye contact can create potentially 
a conversation. They could interact 
w

ith each other.

This is how
 I incorporate the 

ephem
eral part of m

y installations. 
They are not only about  

the draw
ings, it is related to 

w
hat happened on the space. I am

 
interested in w

hat happened in the 
space and how

 the space becam
e 

im
portant, not the objects. W

hen 
w

e enter a m
useum

, w
e’re looking 

for objects. W
e’re looking for things 

on the w
alls, things on the floor, 

sculptures. 

W
e don’t consider the space. W

e 
don’t look at our ow

n interactions 
in the space, so that’s w

hat I induce 
you to experim

ent w
ith in m

y 
w

ork. This is basically a pretext  
to start conversations, to start  
an investigation in the space,  
to aw

aken your curiosity.

After you see the second draw
ing, 

you w
ant to see the third, m

aybe 
to see w

hat’s going on, to see if 
you com

plete a narrative you are 
noticing because it’s a sym

bolic 
narrative that you can have and 
com

plete in the end. Som
etim

es,  
I m

ean in this case, it’s very 
abstract, but other tim

es I do 
landscapes, and the landscapes 
also have a lot of sym

bols w
ithin 

them
. W

ith the silhouettes of 
urban landscapes som

etim
es 

you recognize cities, som
etim

es 
you recognize statues, landm

ark 
icons, and it’s like a narrative of 
landscape, but, at the sam

e tim
e, 

the space you are in becom
es a 

landscape, as w
ell. W

hen you start 
m

oving around and investigating 
the space, so, in this w

ay, the piece 
is not the draw

ing; the piece really 
is the space and w

hat happens 
in the space. W

hat you see here 
is kind of like the archaeology of 
w

hat happened at that m
om

ent  
in that specific space in M

iam
i  

w
ith John.

jf– I think in your w
ork there are 

three key elem
ents for m

e: there’s 
the iconography, in this case you 
created an iconography of John’s 
spine, the spine of a dancer w

ho 
is m

oving in a w
heelchair. So, 

there’s that, im
ages in your w

ork 
that are like hints for the view

ers 
to connect w

ith the draw
ing and 

then to connect w
ith the space, 

but there are tw
o other elem

ents, 
w

hich I also think are im
portant. 

There is the m
icro-detail in your 

im
ages that serve to draw

 the 
view

ers in closer, w
here they gain  

a different relationship to the w
ork. 

Then, there is one other elem
ent 

that is very present, but that I have 
rarely heard you speak about, that 
is the elem

ent of horizontality. A 
landscape is horizontal by nature 
and in the case of this w

ork w
ith 

John it w
as also about horizontality 

because that’s the w
ay that he can 

m
ove through space.

Can you speak about a little bit 
about these horizontal elem

ents in 
your w

ork? W
hich is a com

pletely 
different sem

antic of space, if you 
w

ill, from
 the sem

antic of space 
in the nineteenth and tw

entieth 
centuries, w

hich stress verticality 
and a raised position. It is typical 
of a landscape in the nineteenth 
century that you see the figure of a 
m

an in an elevated position looking 
dow

n over the space. It is an im
age 

denoting the conquest of a space. 
You can see that there is a sem

antic 
of verticality in a space that is a 
sem

antic of conquest, of dom
inion, 

of im
posing one thing over the 

other. You use the com
pletely 

different sem
antic of horizontality. 

Can you talk a little bit about that?

gn– The origin of this is curious 
even to m

e. I think the origin of 
this horizontality is com

ing from
 

the idea of a m
an, alone in the 

m
iddle of the ocean, w

ith the 
w

ater just up to his neck. So, this 
is basically the low

est a person can 
get in relation to the horizon. The 
horizon is just eye level, so half 
of your view

 is w
ater and half of 

your view
 is pretty m

uch the w
hole 

sky. I im
agined this character in 

the m
iddle of the ocean, alone, 

no boat, no other sw
im

m
ers: just 

alone. I im
agined him

 having 

different levels like tw
o steps he 

could m
ove up. In his everyday 

life, he w
ould use a cooler to help 

transition him
self from

 his chair to 
the bath or from

 his chair to the 
toilet. So, w

e incorporated that 
tool that he already had, and w

e 
had tw

o different coolers w
ithin 

the installation for him
 to use it 

as props. Then, in the installation, 
he w

ould m
ove him

self from
 

his chair to the cooler, from
 the 

cooler, to the m
attresses, and then 

from
 one m

attress to the other 
that w

as higher. Then, from
 this 

height he w
ould slide all the w

ay 
dow

n to the floor. That m
om

ent 
of w

eightlessness and m
otion w

as 
som

ething that he w
as aim

ing 
experience again. So, sliding 
him

self all the w
ay dow

n to the 
floor that w

as really a very special 
m

om
ent during the perform

ance. 
H

e also w
anted to craw

l all the w
ay 

to the top of the m
attresses and 

put the tw
o coolers up there just 

for him
 to see the space from

 a tall 
vantage point because he w

as all 
the tim

e dow
n low

 in the chair. It 
w

as a special m
om

ent during the 
perform

ance.

audience m
em

ber 3– H
ow

 did 
his choreography relate to the 
draw

ings? It sounds like he’s going 
through som

e positions that m
ay 

be specified in the draw
ings?

gn– Yes, exactly, yes. H
e danced 

w
ith the chair, and then he w

ent 
to the draw

ings that w
ere, as Jesus 

m
entioned, at different heights. 

H
e w

ent to the draw
ings, and he 

w
ould contem

plate a draw
ing and, 

m
aybe, display som

e m
ovem

ent. 
Then he w

ould go to another 
draw

ing that w
as at a different 

location in the space, so in that 
w

ay he created his ow
n pattern of 

m
otion, going from

 one place to 
another. This required interacting 
w

ith the w
ith the public. The public 

had to allow
 him

 to pass by or 
just stay in place and let him

 go 
around them

. In one case, this little 
draw

ing w
as all the w

ay dow
n to 

the floor, and he cam
e out of the of 

the chair and he craw
led just to get 

there closer to the draw
ing, and he 

stayed there for a w
hile looking at 

this piece because this one has in 
it w

hat looks like an eye. It w
as a 

kind of contem
plation, but also a 

dialogue of looking.

jf– There w
ere m

any people at the 
perform

ance. I w
as there. Even 

though you w
ould tend to im

agine 
that w

atching a perform
er w

ithout 
the ability to m

ove his legs w
ould 

be painful to see, I think it w
as 

interesting that he w
as getting 

the attention of the view
ers in 

a very positive w
ay. You could 

feel that w
hat he w

as doing w
as 

im
portant to him

 and to w
atch him

 
com

m
unicate w

ith the space, that 
w

as beautiful to see.

audience m
em

ber 4– This sounds 
like such a beautiful project, 
and I think it’s im

portant for 
handicapped m

useum
goers to see 

their body represented in w
ork. Is 

there a video of this perform
ance? 

gn– Yes, there is a link on m
y 

w
ebsite w

here you can see the 
perform

ance. John’s dance w
as the 

m
ain aspect of the piece, but I also 

invited other dancers, technicians, 
and theater actors. I invited a blind 
actor w

ho navigated the space 
and w

ho used the ram
p and the 

elem
ents com

pletely blind. It w
as 

really a special experience. W
e also 

invited an educational program
  

and invited the kids to play in  
the space.

jf– Your w
ebsite is http://

glexisnovoa.com
/. Yes, you can find 

the videos, there.

audience m
em

ber 5– I’m
 so 

struck by the incredible physical 
outpouring of energy for som

eone 
w

ho is not able to use their legs. 
That’s just phenom

enal. I have a 
sister w

ho is disabled and to travel 
w

ith her, to be w
ith her, she is at 

once invisible and highly visible to 
people. Being up on the stage that 

is such a brave thing. And  
I am

 intim
idated by the ocean, but 

that he figured out how
 to be in 

the ocean, to m
ake it w

ork, and 
the relief that follow

ed. It’s just  
a beautiful story. All of it. I just  
l ove it. 

gn– John is such a character and 
has such a w

illpow
er w

ithin his 
ow

n person. There is som
ething 

interesting that I w
ill m

ention. 
In contem

porary dance w
hen 

com
panies have handicap people 

w
ho dance, that to m

e is pretty 
m

uch the avant-garde of conceptual 
dance. Because dancing is all about 
the shape of the body and the 
possibilities and skill of the body 
in m

oving. It is about representing 
beauty through the body, so w

hen 
som

eone w
ho has an im

pedim
ent 

and w
ho has physical lim

itations on 
their body is able to express ideas 
w

ith their body in a public forum
 

it’s som
ething that is not just about 

the beauty of the body, it is not 
just about the perfection of form

 or 
technique. There is beauty in all of 
that pow

er and all of that language 
that the artist m

ust develop to 
be able to express them

selves and 
their ideas through that m

edium
. 

The draw
ings are only one piece 

of w
hat is a body of w

ork that I’m
 

developing related to spaces.  

.Glexis N
ovoa,  

Specific O
bstacles,  

2012, eight graphite
draw

ings on dryw
all,  

dim
ensions variable  

and perform
ance

by contem
porary dancer  

John Beauregard,  
view

 of the installation  
a the CIFO

 Art Space, M
iam

i, 
Cisneros Fontanals Art  
Foundation Collection,  
courtesy CIFO.
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of these draw
ings took m

e several 
hours to do. It w

as not sim
ple.

jf– I just w
anted to end w

ith w
hat 

is som
etim

es a stupid question. 
Do you feel like a “Latin Am

erican” 
artist? Is that som

ething that you 
think about w

hen you m
ake art? 

being Latin Am
erican? 

gn– To m
e, to be differentiated as 

a Latin Am
erican artist, it m

akes no 
sense. I know

 that if you study, art 
you need to classify the artist, but 
I w

ould like to be an artist, not a 
Latin Am

erican artist. You cannot 
erase m

y culture, I’m
 not going  

to be able to erase m
y culture,  

m
y original country, m

y origins,  
m

y influences, but it seem
s to 

m
e like the sam

e as w
ith the 

term
 Latinx. In the end nobody 

asked us if w
e w

anted to be called 
Latinx. It w

as scholars w
ho decided 

intellectually that they w
ill call  

us Latinox or Latinx or w
hatever  

it is. To classify m
e as a Latinx,  

it is not m
eaningful to m

e.

I’m
 a Cuban, but I’m

 producing 
art in Am

erica, in an Am
erican 

w
ay. At the sam

e tim
e, I have an 

idea w
hat Latin Am

erican art is, 
and I am

 proud to belong to Latin 
Am

erican art. I’m
 proud of that. It’s 

not som
ething that I reject, but 

I w
ish that som

eday som
eone in 

Am
erica w

ould call m
e an artist and 

not only m
e everybody else [in this 

exhibition] as w
ell.

jf– Glexis thank you so m
uch for 

being w
ith us, today.

gn– Thank you.

interactions w
ith other species, 

fish, in this case, anim
als from

 the 
ocean, so from

 that idea I started 
developing the idea of the horizon 
line and the landscape that is far 
aw

ay because the character is not 
on the shore, he is far aw

ay in the 
m

iddle of the ocean. This character 
is in the m

idst of m
oving from

 one 
end of the horizon to the other, so 
that’s w

hy he’s on the m
iddle of the 

ocean. H
e’s leaving one shore and 

going to another shore. H
e could be 

an im
m

igrant that could be related 
to the rafters w

ho leave Cuba, but 
to m

e he is m
ore like an im

aginary 
character, m

ore like an intim
ate 

alter ego that is related to m
y 

ow
n connection w

ith the ocean. 
Relating to his surroundings by eye 
contact, not talking, not speaking, 
just looking at the anim

als, the 
sam

e w
ay the anim

als look at you.

M
y interest w

as in how
 the anim

als 
can com

m
unicate just by eye 

contact and other intuitive body 
language and how

 that can involve 
the character, the hum

an. So, I w
as 

involved in that investigation w
ith 

this m
etaphoric character that I 

created in m
y draw

ings and then 
that brought m

e to the landscape 
that w

as like a silhouette, a very 
sm

all silhouette on the horizon 
line, and then from

 this horizon 
line I w

ent to the w
all, and I 

extended the draw
ing all around 

360 degrees in the gallery. Then I 
created kind of a m

aquette of m
y 

fantasy of this character sw
im

m
ing 

in the m
iddle of the ocean and the 

space of the gallery becam
e a 360 

degree horizon line and then you 
can m

ove, you can sw
im

 from
 one 

end to the other. It’s com
ing from

 
that. It’s com

ing from
 that idea of 

the ocean. M
any of m

y draw
ings 

are related to the ocean. They look 
like they’re flying, but they are 
not really flying, they are floating. 
To m

e, they are floating because 
m

y connection, m
y personal 

connection is w
ith the ocean.

After that, m
y investigation 

into horizontality w
ent in m

any 
directions related to concepts of 
design, architecture, and of the 
dynam

ic that every space contains 
w

ithin it. I do draw
ings not only 

for galleries or for m
useum

s, I 
have done draw

ings in bathroom
s. 

I have done draw
ings on the 

w
alls in a ruined building w

ith 
hom

eless people living there, 
incorporating all of that life, all 
of these contextual influences, 
w

ith vines craw
ling on the w

all, 
the vegetation participating in 
the space, anim

als having nests on 

the w
all, accepting all of that into 

this idea of horizontality or of the 
horizon line. The horizon defines 
a context. You can m

ove from
 one 

point to the other and create a 
route or this pathw

ay. I feel like it’s 
also a rem

inder that w
e are hum

an 
beings and w

e are standing on 
com

m
on ground in a w

ay. Instead 
of a space for a unique grandiose 
experience, it is a space to share 
our horizontality. 

jf– W
e have a couple m

ore 
m

inutes, if anyone w
ants to ask  

a question? 

audience m
em

ber 6– So, w
ould 

you lie on the floor w
hen you w

ere 
sketching the spine in various 
positions?

gn– Yes, I w
ould lie on the floor 

and stay there for som
e tim

e. Each 

.glexis novoa,  
Specific O

bstacles, 2012,  
eight graphite draw

ings  
on dryw

all,
dim

ensions variable  
and perform

ance,  
Cisneros Fontanals Art  
Foundation
Collection, courtesy CIFO

 
(details).
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that I w
as an Argentinian artist. 

Som
ehow

, before, I just thought 
I w

as an artist. O
ne of the things 

that I realized w
as that I felt this 

huge sense of responsibility that 
m

y w
ork should speak to its tim

e. I 
thought that as an artist I needed 
to speak for m

y tim
e, that w

e had, 
as artists, a political role to play. 
I quickly realized that Europeans 
view

ed this as a very rom
antic idea. 

I basically had this desire to say 
things and to be understood, but 
I had a realization that that w

as a 
rom

antic notion of w
hat being an 

artist w
as, so I took this picture.

This is a picture of m
e in the 

Black Forest in Germ
any, w

ith a 
m

egaphone in m
y hand. I tried 

to talk to trees. I w
as interested 

in the overlapping of historical 
rom

anticism
 and this idea of 

finding a voice as an artist.

The next w
ork that I chose for this 

talk also contains w
ithin it this 

idea of finding a voice as an artist. 
It is called E

ndym
ion’s Journey. 

It consists of a big print of the 
desert that I w

ould stand by w
ith 

a book and every now
 and then I 

w
ould just com

e and bang the book 
against the print. Accom

panying 
the print, the follow

ing w
as said: 

“Then there w
as the young explorer 

Joseph Ritchie, to w
hom

 Keats gave 

a copy of his new
ly published poem

 
E

ndym
ion, w

ith instructions to 
place it in his travel pack, read it 
on his journey, and then ‘throw

 it 
into the heart of the Sahara Desert’ 
as a gesture of high rom

ance. Keats 
received a letter from

 Ritchie, 
dated from

 near Cairo in Decem
ber 

1818. ‘Endym
ion has arrived thus 

far on his w
ay to the Desert, and 

w
hen you are sitting over your 

Christm
as fire w

ill be jogging (in all 
probability) on a cam

el’s back o’er 
those African Sands im

m
easurable.’ 

After this there w
as silence. Joseph 

Ritchie never returned.”

Richard H
olm

es, T
he A

ge of 
W

onder, H
arper Press, 2008

The reason I loved encountering 
this passage is because it reflects 
the idea that as an artist you m

ay 
have som

ething to say, but all 
you can do is throw

 it out there. 
You never know

 how
 it is going to 

be received or if it w
ill reach its 

intended destination.

N
ext, I have included in m

y 
presentation this w

ork called 
Islands. W

e’re looking at very 
early w

ork by the w
ay, it’s a w

ork 
that I did w

hile I w
as in H

olland. 
It is a slide projection, and it is a 
sequence of im

ages that show
 this 

character stepping in the snow
 

and draw
ing the picture of a palm

 

tree. I decided to include it after 
E

ndym
ion’s Journey because 

it plays to that idea of an exotic 
landscape and the nostalgia that 
com

es w
ith displacem

ent but also 
w

ith having a preconceived idea of 
w

hat places look like.

W
hen I first m

oved to H
olland a lot 

of people thought “oh, she’s Latin 
Am

erican she m
ust be suffering 

here in H
olland w

ith all this cold” 
and “she’s very used to w

arm
 

w
eather” but I am

 from
 Patagonia 

w
here it is often extrem

ely cold. 
I like thinking about cliches, like 
this, but also, I’ve alw

ays been 
interested in im

ages that act as 
w

ords. The im
age of this island, 

w
hat is it like to look at it, and 

w
hat do people get from

 it, 
alongside this anxiety that people 
seem

 to have around contem
porary 

art. The idea that art should be 
understood som

ehow
, so questions 

of w
hether w

e have things to say 
as artists and w

hether art is a 
com

m
unicative act have been at 

the core of m
y practice for a  

long tim
e. 

For a w
hile I w

as focused on w
hat 

it is like to send a m
essage, and 

then I becam
e interested in the 

idea of reception. I realized that 
w

e don’t just have everything pre-
thought and then speak it, but that 
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. eric segal– Good evening. Thank 
you so m

uch for joining us, here, 
this evening for a really exciting 
artists’ panel. M

y nam
e is Eric Segal. 

I am
 the director of education at 

the H
arn M

useum
 of Art. I’ve been 

looking forw
ard to this program

 for 
a long tim

e, since the exhibition 
P

lural D
om

ains opened. It is 
a w

onderful exhibition. I’m
 sure 

you’ve had a chance to see it. I 
invite you to com

e visit before it 
closes in April, if you have not.

Tonight, there are quite a few
 

introductions, so I’ll be brief, but I 
just w

anted to let you know
 that 

this evening’s program
 is m

ade 
possible by the H

arn Em
inent 

Scholar Chair in Art H
istory 

(H
ESCAH

) program
. H

ESCAH
 is 

organized out of the School of 
Art and Art H

istory w
ith the 

participation of the m
useum

 and 
is a w

onderful program
 that w

as 
founded by David and M

arianne to 
bring together the m

useum
 and the 

school. It really w
orks that w

ay and 
that’s w

hy w
e’re here tonight. 

I’m
 just going to introduce briefly 

Jesús Fuenm
ayor, director and 

curator of the Gary R. Libby 
U

niversity Galleries, at the School 
of Art and Art H

istory. It has been 
such a pleasure to w

ork w
ith Jesús 

throughout this project, presenting 
P

lural D
om

ains at the H
arn. Jesús 

is a visionary curator, an advocate 
of contem

porary, artists and he w
ill 

be introducing the program
 proper 

this evening, so please join m
e in 

w
elcom

ing Jesús. 
. jesús fuenm

ayor– H
ello. H

ow
 are 

you all this evening? Thank you, 
Eric, for your introduction. I w

ant 
to thank all of the people w

ho 
have helped us in the organization 
of this event and the exhibition 
P

lural D
om

ains: Selections 
from

 the C
isneros Fontanals 

Foundation C
ollection. I w

ant to 
thank especially all the people on 
the staff here at the m

useum
. Lee 

Anne Chesterfield, Dulce Rom
an, 

Eric Segal, and all the people on the 

staff w
ho w

ere so helpful w
ith the 

organizational details of putting 
this am

bitious project together.

I w
ould like to introduce Dr. José 

Falconi w
ho is the m

oderator of 
our event today. The goal of this 
event since the beginning w

as to 
bring the artists of the exhibition 
into conversation w

ith our 
com

m
unity in our university, in 

our tow
n, so I hope that at the end 

of the presentations that you feel 
m

otivated to create a dialogue w
ith 

the artists and the m
oderator.

To create the atm
osphere for this 

dialogue, w
e have brought in Dr. 

José Falconi. W
elcom

e Dr. Falconi. 
.  josé falconi– Thank you very 
m

uch, Jesús. For m
e, it’s an 

enorm
ous pleasure to be here. 

Seeing real people. It is alw
ays 

gratifying to get together, and I 
thank Jesús for this opportunity. 
I w

ould like to thank the H
arn 

M
useum

 for bringing us all 
together. I also w

ant to thank 
the university for the incredible 
hospitality I have received. For m

e, 
it’s an am

azing, im
m

ense privilege 
to be here.  

Am
alia Pica is going to be joining 

us over the internet, and she w
ill 

be the first presenter. After Am
alia, 

Alice M
iceli w

ill follow
 and, finally, 

José Gabriel Fernandez w
ill speak. 

I w
ill leave it now

 w
ith Am

alia w
ho 

w
ill start giving her presentation. 

As you can see these are three 
great artists, w

e have the privilege 
of having here. Please join m

e in 
w

elcom
ing Am

alia Pica. 
. am

alia pica– Thank you for having 
m

e here virtually. Thank you, Jesús 
for inviting m

e, and thank you to 
the university. I have m

ade a little 
presentation that contextualizes 
m

y w
ork that is in the exhibition. 

So, first I’m
 going to go a little 

bit backw
ards in tim

e and then 
forw

ard to the present day. 

This w
ork is called Sorry for the 

M
etaphor. The title com

es from
 a 

phrase in a book by Roberto Bolaño 
w

ho w
as an am

azing Chilean w
riter. 

I don’t know
 how

 relevant that is, 
but it’s alw

ays funny to pinpoint 
w

hen one feels like Latin Am
erican 

artist. Sorry for the M
etaphor 

w
as a series that I started in 2005 

w
hen I had m

oved from
 Buenos 

Aires. I’m
 originally from

 Patagonia. 
I w

as born in N
euquén in the north 

of Patagonia in Argentina, and I 
m

oved to Buenos Aires to study art 
there, then I got a scholarship to 
study in Am

sterdam
.

I w
as quite young and w

hen I got 
there, for the first tim

e, I realized 

.xxxx View
 of the exhibition  

P
lural D

om
ains.  

xxxxxx
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like to try to com
m

unicate as an 
artist, I thought I w

ould show
 

you a niche, sm
all, and lim

ited 
body of w

ork that I did a couple 
of years ago. The w

ork is related 
to the dream

 or the utopia of 
inter-species com

m
unication. This 

w
ork that you see, here, it’s called 

please open hurry. The hands 
you see in the im

age are signing 
that phrase “Please open, hurry” 
in Am

erican Sign Language. It is 
a w

ork that I did as a tribute to a 
signing ape. H

er nam
e w

as W
ashu, 

and she w
as a chim

panzee w
ho 

w
as being raised by an Am

erican 
fam

ily w
ho com

m
unicated w

ith 
her in sign language. This w

as part 
of an experim

ent to see if you 
could teach sign language to a 
chim

panzee, and this is w
hat she 

used to sign every m
orning to her 

caretakers w
hen they cam

e to open 
her cage. She w

ould say “please 
open, hurry.”

The language experim
ents w

ere 
ultim

ately considered a failure. 
Even though there is a lot of 
docum

entation of apes signing up 
to 200 w

ords, it alw
ays seem

s that 
w

henever anim
als com

e close to 
acquiring language, the frontier of 
w

hat it m
eans “to speak” is m

oved. 
The standards of w

hat it m
eans 

“to speak” are shifted higher and 
higher, so that w

e can m
ake sure 

that w
e rem

ain the only anim
als 

that can access a new
 language.

W
e have becom

e so proud of this 
idea that w

e com
m

unicate, but 
w

henever w
e have approached 

other species in thinking how
 they 

are capable of com
m

unicating 
w

e constantly fram
e the 

com
m

unicational act being in 
our term

s. So, w
ith these apes in 

captivity there are obviously w
ays 

in w
hich they w

ere incredibly 
intelligent beings w

ho could 
com

m
unicate w

ith one another, yet 
m

ost of the effort has gone into us 
teaching them

 a form
 of language 

that w
e can understand and w

e 
im

pose on them
.

I’m
 going to end there because I’m

 
conscious of tim

e, and I’m
 sure 

there w
ill be an opportunity for 

questions later. 
. alice m

iceli– H
ello everyone, 

thank you so m
uch for being 

here, thank you Jesús for putting 
this together and for inviting 
us. It’s delightful to be able to 
travel and see colleagues and have 
conversations in person again. 
I’ve been really looking forw

ard to 
doing this.

I w
ill m

ainly focus tonight on the 
larger project w

hich originated 
the series that w

e have in the 
exhibition. But before w

e go into 

that I think it’ll be interesting to 
look a little bit at m

y history in 
term

s of education to understand 
how

 I arrived at such questions. So, 
briefly, I w

ent to film
 school, and 

then I w
orked in the film

 industry 
for a little w

hile. I w
as an assistant 

director in film
s and docum

entaries. 
After a w

hile doing that, I realized 
that m

y m
ain interest—

m
uch m

ore 
than considering only questions of 
feature film

s and the w
ay m

eaning 
is ascribed to im

age in film
—

w
as 

to inquire how
 im

ages them
selves 

are constructed and w
hat goes 

behind them
, asking m

yself w
hat 

are the m
any different, varied 

possible groups or conventions that 
anim

ate im
ages and the structure 

behind them
 that som

etim
es w

e 
don’t even recognize.  

At that point I decided to not 
traditionally w

ork in m
ovies 

anym
ore and started researching 

to create m
y ow

n im
ages. This 

is the nam
e of this project, 

it’s called, in Portuguese, E
m

 
P

rofundidade (cam
pos-

m
inados), w

hich translates to In 
D

epth (landm
ines) or In D

epth 
(m

inefields) it has been translated 
in both w

ays. It is a project that 
looks at the space of m

inefields as 
they rem

ain today, even years or 
decades after the originating w

ar or 
conflict that put those explosives, 

it is in the process of speaking that 
one is, as it w

ere, m
aking thinking 

or m
aking thoughts. In that 

traditional idea of com
m

unication 
w

here there is a sender, a m
edium

, 
and a receiver, the receiver seem

s 
to be quite passive, but, actually, 
none of the m

essage, nor the 
m

edium
, w

ould exist w
ithout a 

receiver. I started thinking about 
that, and did this w

ork, titled 
R

econstruction of an A
ntenna 

(as seen on T
V

), w
hich also 

has a caption. It is a hom
em

ade 
television antenna, and it has this 
text that goes w

ith it, w
hich says:

“Show
s in w

hich w
annabe pop 

stars com
pete to w

in the backing 
of the view

ing public are a staple 
of TV channels around the w

orld. 
Afghanistan is no different. 
Afghan star w

as first aired in 2005 
and it soon becam

e a national 
phenom

enon. By the tim
e the 

finale of the third season w
as 

broadcast 11 m
illion people tuned 

in. Each finalists had their ardent 
fans; one m

an drove for 14 hours 
to collect posters prom

oting his 
favorite singer, w

hile another sold 
his car to raise funds to cam

paign 
for one of the contestants. But 
w

atching television is not alw
ays 

easy in Afghanistan, w
ith scarce 

electricity subject to regular pow
er 

cuts. A
fghan Star —

 the P
ow

er 

of P
op, a docum

entary by the 
British film

m
aker H

avana M
arking, 

show
s one young fan constructing 

and w
iring a hom

em
ade television 

antenna in order to get a signal. 
The program

’s success highlights 
the return of w

estern pop culture 
to the m

ainstream
 in Afghanistan, 

w
here m

usic w
as banned by the 

Taliban in the 1990s. View
ers voted 

for their favorite singer by m
obile 

phone. For m
any, this w

as the first 
tim

e they w
ere asked to express 

their preference in a public forum
.”

The sculpture itself w
as just a 

hom
em

ade television antenna.

This brings m
e to a w

ork that is 
part of the sam

e series as the piece 
that is here in P

lural D
om

ains. 
It is basically this giant w

all that 
you see here and that has little 
holes cut out of it and once you 
get closer you realize that there 
are cans covering the holes from

 
the inside of the structure. Those 
cans are connected by string to 
other cans on the other side of the 
structure in the w

ay that som
e of 

us used to play as kids using these 
tin cans as telephones.

This is a w
ork that I like to think of 

as a w
ork about how

 com
plicated 

it is to talk to one another. It’s 
called Sw

itchboard. It is a w
ork 

that feels like m
aybe it’s inviting 

participation, and it feels sim
ple, 

but, actually, as soon as you try to 
use it you realize that the act of 
com

m
unicating w

ith one another 
is m

ade very com
plicated by not 

know
ing w

hich can you or the 
person you are in conversation 
w

ith m
ight be talking through or 

listening into. The im
m

ensity of 
the w

all doesn’t allow
 you to know

, 
and there’s all this negotiation 
of trying to find the can that is 
connected to them

 just to say 
som

ething very sim
ple like hello. It 

is an invitation to feel in your ow
n 

body how
 com

plicated it is to talk 
to one another and how

 m
uch w

e 
are w

illing to try.

I w
ill now

 show
 you a w

ork called 
E

avesdropping. This w
ork uses a 

sim
ilar idea of som

ething stuck to 
the w

ork to represent listening. I 
becam

e interested in the figure of 
the listener, but I w

anted to create 
w

orks that w
eren’t necessarily an 

auditory experience but a visual 
experience. I becam

e interested 
in the little gesture of som

eone 
holding a glass against the w

all 
to eavesdrop on their neighbor. I 
m

ade this w
ork w

hich are all these 
glasses that are picking up on that 
gesture.

This is a w
ork called Im

pressive 
Listening, again it has to do w

ith 

listening and it features replicas 
of hearing aids. I think of them

 
as tributes to listening. This is a 
cast of som

eone’s inner ear and 
then carved in stone, and in this 
exhibition at the Pow

er Plant in 
Toronto, it w

as paired up w
ith 

these big cardboard structures that 
you see here.

The play on scale is that the 
hearing aids obviously are sm

aller 
than these big giant structures, 
but they are a lot bigger than the 
real size hearing aids. W

hereas 
these acoustic radars, as they’re 
called, are replicated in a sm

aller 
form

 than they naturally are. 
These acoustic radars w

ere 
experim

ental listening devices 
that w

ere developed in betw
een 

w
ars to be able to predict airplane 

bom
bing. O

bviously, they seem
 very 

w
him

sical to us now
. They didn’t 

really w
ork. They didn’t help predict 

bom
bing, but they did contribute 

a lot to the developm
ent of radar 

technology. I m
ade these replicas 

alm
ost like props out of cardboard, 

w
hich is a m

aterial that absorbs 
sound. Thus, it speaks to the failure 
of this experim

ent even before it  
took off.

Just so not to bore you w
ith only 

these concerns about w
hat it’s 

like to be an artist, and w
hat it’s 

.am
alia pica,  

“ears to speak of,”  
installation view

,  
The Pow

er Plant,
Toronto, 2017,  
and related docum

ents,  
courtesy the artist.
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those unexploded ordinances, in 
the ground. This silent occupation 
is still in these landscapes, and it 
stays. It’s som

ething that has an 
origin in the past but that rem

ains 
in the present tense, in the sense 
that is still here w

ith us occupying 
space on earth.

O
ne of the first references that 

drew
 m

y attention to the space 
of m

inefields w
as this im

age shot 
by the photographer Robert Capa. 
H

e is an alm
ost m

ythical figure; 
one of the m

ost w
ell-know

n 
photojournalists of all tim

e, the 
founder of the M

agnum
 Agency 

in N
ew

 York. The last im
age that 

he ever took w
as in a m

inefield, 
follow

ing the taking of this 
photograph, he stepped on a 
landm

ine and died. W
hat struck 

m
e is that this im

age captures a 
horizon—

w
hich is  

here represented—
that Capa 

him
self never reached. So in 

betw
een w

here he stands, seconds 
later after this click, and that 
horizon, it w

as the last instance  
of his life.

Another interesting account of 
people attem

pting to go across 
m

inefields cam
e from

 the book 
called B

aía dos T
igres, Bay of 

Tigers in English, w
ritten by 

a Portuguese journalist, Pedro 
Rosa M

endes, w
ho w

as sent as a 

journalist to cover the civil w
ar 

in Angola. As he found him
self in 

Angola in this situation of being 
a foreign journalist, especially a 
Portuguese person in Angola a 
form

er Portuguese colony, like 
Brazil, he realized there w

ere a lot 
of lim

itations to his positioning 
in that land and in that situation. 
So, he decided not to do the 
new

spaper piece and just go into 
the m

inefield, cross it, and w
rite 

an account of it. These are tw
o 

quotations from
 the book so the 

first one reads “O
n every inch of 

this ground is the last instance 
of m

y life. I can contem
plate it 

as far as the eye can see,” it’s 
a loose translation I did from

 
Portuguese. And the second one 
says, “W

ho died, stayed,” or “W
ho 

died, rem
ained.” For m

e w
hat 

w
as interesting here w

as this 
inversion betw

een looking at a 
spatial perception of tim

e, and 
on the other hand this tem

poral 
perception of space. Because if 
you step on a m

ine and you die, 
it m

eans that your tim
e is over, 

your life has ended. It’s a question 
of duration. But in term

s of a 
m

inefield, if that happens to you 
in that spatial setting w

hat it 
really m

eans, and w
hat it m

eant 
for Capa for instance, is that he 
stayed. Capa never w

ent on to 
the depth of that field, him

self. 

So, for m
e as a photographer 

and looking at these references, 
especially the Capa im

age, w
hat 

I w
as w

ondering is w
hat if I w

ere 
to try to continue this exploration 
from

 w
here Capa him

self—
I m

ean 
sym

bolically—
could not go further. 

W
hat does it m

ean to w
alk across 

such a landscape, w
hich is not 

only inaccessible but also spatially 
im

penetrable? H
ow

 is it that w
e 

can step into it? And w
hat is it  

that you see?

In m
y w

ork the w
ay this is 

articulated relates to the intrinsic 
principles behind photography. For 
instance, w

here you stand outside 
of the fram

e, on the ground, 
is your point of view

. H
ow

 far, 
or how

 close you are to a given 
subject m

atter, is the focal length 
of the elected tool that you have 
in your hands, in m

y case being a 
photographer, that is the lens. And, 
w

hat is the m
agnification size of 

your chosen object, w
hat size w

ill 
it be in the im

age that you’re able 
to capture, from

 the vantage point 
w

here you stand. These elem
ents 

(w
here you stand, w

hat you see, 
and then the resulting im

age) are 
behind each photograph. It doesn’t 
m

atter if it is a very sophisticated, 
constructed professional im

age or 
an iPhone im

age. It’s alw
ays there. 

They are not alw
ays, necessarily, 

.alice m
iceli,  

In D
epth (Landm

ines), 
2015, seven digital 
 photographic prints,  
43.3 × 28.8 in 
 [110 × 73 cm

] each,  
Cisneros Fontanals Art
Foudation Collection,  
photo Randy Batista,  
courtesy of the H

arn M
useum

of Art.

elem
ents w

hich have to be 
activated but they can be. The w

ork 
is developed in the intertw

ining of 
all these principles in relationship 
to this space.  The positioning, 
w

here one steps on the ground, is 
the m

ost critical elem
ent. M

eaning 
that if you step from

 here to there, 
it could be the difference betw

een 
life and death. 

The series E
m

 P
rofundidade 

(cam
posm

inados) w
as developed 

across different m
ined areas in 

different continents, these are 
[gestures to the screen] all of the 
places that I had to visit to do the 
w

ork. The first one w
as Cam

bodia, 
w

hich has m
any m

inefields as 
rem

ains of the Khm
er Rouge 

dictatorship. 

The second one w
as Colom

bia 
w

hich is the w
ork that w

e have 
here at the show

. The m
ine area 

is particular and different from
 all 

the others that I encountered in 
other places in the sense that it 
is in the jungle.  The m

ines there 
are rem

ains from
 the FARC. The 

FARC, the drug traffickers, they’re 
really m

asters of the jungle. This 
rugged, closed off terrain presents 
a different logic than the logic of 
w

ar, w
hich is a logic of conquering 

terrain as w
e see in Cam

bodia a 
logic of defensive exclusion. It 
proved m

ost difficult to access.

The other [m
inefield] w

as Bosnia, 
w

hich is rem
ains of the w

ar in 
Yugoslavia. And then the last one 
w

as Angola, w
hich is the m

ost 
m

ined place on earth. That’s a result 
of 40 years of independence w

ars 
and then civil w

ar. 

W
hat I’d like to do is to show

 
you all of the series. W

e w
ill see 

each im
age in the series, one by 

one. There w
ill be a black slide in 

betw
een them

. In this w
ay I can 

still preserve the interval betw
een 

each one of the im
ages. 

Som
ething that you w

ill notice is 
the num

ber of im
ages that belong 

to each series is not alw
ays the 

sam
e. That’s intrinsic to the kind 

of access that w
as possible in 

each one of the terrains. So, in 
Angola, for instance, w

e w
ill see 

fifteen im
ages because from

 all the 
m

inefields, it’s the one that I w
as 

able to w
alk further and produce 

the greatest num
ber of points  

of view
.  

And in Colom
bia, w

hich is our 
w

ork here, because of such difficult 
conditions and the problem

s of 
explosives in the jungle it w

as 
w

here it w
as the least possible 

to really advance through. So, in 
Colom

bia there w
ere only seven 

points of view
s and only seven 

im
ages and in Bosnia w

e are going 

to see nine im
ages. 

The final set of slides show
 how

 the 
photos are m

eant to be installed 
and view

ed to give an exam
ple of 

how
 the w

ork is supposed to be 
displayed. All the im

ages are hung 
side by side and w

ith a little spatial 
interval in betw

een them
. That’s 

w
hy w

hen w
e look at them

 here, 
w

e have the black slide in betw
een 

so w
e can preserve that space  

in betw
een them

.

In closing, and then I guess w
e 

can leave questions open for 
conversation, an aspect of this 
w

ork w
hich is new

 to m
e is that it’s 

both the visual result that w
e see 

here and also has this perform
ance 

aspect to it. Because it’s an 
action that is tw

ofold, that of m
y 

ow
n body and the body of the 

photographer outside of the fram
e 

going across, grow
ing, w

ithin these 
inaccessible im

penetrable spaces, 
and striving to be able to offer 
points of view

, not of it, above it, 
but from

 w
ithin. And second,  

is the visual result of it, w
hich is 

w
hat you see in the exhibition.

[Presents the entirety  
of E

m
 P

rofundidade  
(cam

pos-m
inados),  

O
ngoing since 2014 in silence]
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josé gabriel fernández–  

Good evening, everyone. It is a 

pleasure to be here sharing a

little bit of norm
alcy in these 

troubling hours. I w
ant to thank 

Jesús Fuenm
ayor and the great 

team
 here at the U

niversity of 

Florida U
niversity Galleries and 

the H
arn M

useum
 for putting 

this great exhibition together. 

I’m
 going to start show

ing this 

im
age of m

y w
ork that is in the 

exhibition. It is m
y intention in 

this presentation to show
 the 

process by w
hich I arrived at 

such seem
ingly abstract, m

ini-

m
alist, and achrom

atic language 

in m
y recent w

ork.

I cam
e to it through one of the 

least abstract cultural traditions. 

I becam
e a bullfighting aficiona-

do in the nineties. I traveled ex-

tensively through M
exico, Spain, 

and Venezuela doing research 

and doing courses in bullfight-

ing. I w
as really into it, and one 

of the great things that really 

interested m
e w

as the body 

Suit of Lights, 1999. Plyw
ood  

and alum
inum

 rivets. 52 x 22 x 8” 

of the m
atador because of the 

juxtaposition am
ong issues of 

m
asculinity, sexuality, hom

osex-

uality, eroticism
, and androgyny.

O
ne of the things that I did at 

that tim
e w

as to purchase a tra-
je de luces, w

hich m
eans suits 

of lights, w
orn by the m

atador 

at the corrida. This is one of the 

exam
ples of w

hat I did. I w
orked 

w
ith a seam

stress, and w
e took 

dow
n a lot of the sequins, dec-

orations, and silver threads and 

inserted em
broidered red eyelets 

as a representation of penetra-

tion and desire. The title of this 

piece is A
natom

y of D
esire. It 

references som
e m

otifs of Cath-

olic iconography that accom
pa-

nies this tradition. 

 The seam
stress and I then took 

another dress, and w
e took it 

all apart in order to produce 

the stencils, the patterns of the 

dress, and proceeded in 1990 to 

m
ake a w

ork titled A
rm

ario de 
luces (Arm

oire of Lights). The 

idea of this w
ork w

as to include 

the elem
ents, tools of the trade 

and clothing the m
atador takes 

w
ith him

 on his journeys. Ba-

sically, the m
atador is a travel-

ing artist, and the idea of the 

arm
oire w

as for it to include all 

the elem
ents: the m

uleta, the 

traje luces, etc.

The next step w
as to figure out 

w
hat to do w

ith these flat sur-

faces. I started to find w
ays of 

bending them
 to anim

ate them
 

in som
e sort of form

s. I produced 

a series of w
orks bending layers 

of thin plyw
ood that hung from

 

a nail, and you can already see  

in these w
orks that there already 

is a constructivist tendency in 

the developm
ent of this body  

of w
ork.

This w
ork titled A

natom
y of 

fate, w
ent on a different tra-

jectory. As you can see, it is a 

totally different m
aterial. It is 

m
ade of stainless steel m

esh, 

w
hich is here used to represent 

the m
atador’s dress as arm

or. 

O
n the surface of this m

esh, w
e 

Suit of Lights, 1999. Plyw
ood and 

alum
inum

 rivets. 32 x 19 x 9”
A

natom
y of Fate, 1997 (detail). Silk-screen 

ink on stainless-steel m
esh cloth, paper and 

w
ood. 27 x 12 x 8”

silk-screened som
e of the m

otifs 

that I took from
 the previous 

dress to represent blood drop-

lets. It’s as if the dress the  

m
atador w

ears, is his ow
n  

tattooed skin. 

Around the sam
e tim

e, at the 

end of the decade, I produced 

a w
ork titled Still Life, and 

here you can see a table that I 

m
ade, partly covered in gesso. 

The table becom
es the body 

of the m
atador. There’s a very 

highly charged hom
oerotic 

com
ponent to this w

ork. It w
as 

partly inspired by a line from
 a 

poem
 by Garcia Lorca, “Lam

ent 

on the Death of Ignacio Sanchez 

M
ejias” w

ho w
as a very fam

ous 

Spanish bullfighter, w
here Gar-

cia Lorca talks about the drops 

of blood that w
ere left on the 

sand w
hen Sanchez M

ejias w
as 

killed by a bull. I left tw
o circles 

of w
ood revealed on the surface 

of the table that w
orked both 

w
ays, as the flesh that is being 

penetrated by the horns w
hile 

Still Life, 1999. Gesso on w
ood and bull’s horns. 

28 x 47 x 22”
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at the sam
e tim

e representing 

the blood stains in the sand.

I continued perm
utating the 

suit of lights and it gradually 

becam
e disem

bodied. This other 

w
ork, also titled Still Life, w

as 

m
ade of m

uslin cloth covered in 

resin. It gives the w
ork a spectral 

quality, w
hich is an aspect that 

I continued exploring in later 

years. W
ith other w

orks, also, 

I’m
 using the patterns to create 

these kinds of constructivist 

sculptures. Figure, 1999, m
akes 

specific reference to the Tatlin 

m
onum

ent [Vladim
ir Tatlin’s 

M
onum

ent to the T
hird  

International].
Later, I brought from

 M
exico 

a bullfighter’s cape, w
hich m

y 

seam
stress and I took apart and 

duplicated it in canvas to pro-

duce a w
ork titled T

he R
aised 

M
irror. I used this title because 

the only w
ay the m

atador can 

kill the anim
al in a bullfight, is 

by diverting its gaze from
 the 

body and gaze of the bullfight-

er.  This is w
hat happens in the 

m
yth of Perseus and M

edusa. 

The only w
ay that Perseus could 

kill M
edusa w

as by deflecting her 

gaze w
ith his m

irrored shield. 

In other w
ords, the cape of the 

bullfighter is his shield and m
ir-

ror he em
ploys in order to dis-

tract the attention of the bull.  

The pattern produced by the 

shape of this cape becam
e very 

im
portant in the w

orks that 

developed subsequently. You can 

start seeing how
 m

y w
ork start-

ed to develop m
ore m

inim
alist 

and tow
ard abstraction.

The first tw
o w

orks that I m
ade 

w
ere sculptural. They used the 

cape’s pattern to refer to the 

M
odernist tradition. Also w

ith 

the sam
e patterns, I produced 

a series of draw
ings w

here I 

w
as tracing over and over m

any 

tim
es w

ith a very fine pencil 

the shapes in different juxtapo-

sitions. I then w
ondered how

 I 

could translate these draw
ings 

into a sculptural context, and I 

m
ade this sketch, here, w

hich 

is based around the idea of 

using the sam
e shapes. I’ll show

 

you the result. H
ere are all the 

shapes juxtaposed in the draw
-

ings. In thinking about how
 to 

translate those into a sculptural 

context, I decided to use large 

pieces of gessoed plyw
ood sur-

faces w
here the actual surface of 

the plyw
ood w

ould be the paper, 

and then the inner side of the 

different layers of the plyw
ood 

w
ould becom

e the draw
ing.

The next question that I asked 

m
yself w

as, how
 could I m

ake 

som
ething out of these shapes 

that has volum
e? Essentially, 

how
 do I m

ake a solid sculp-

ture from
 the negative spaces 

cut into the plyw
ood? I m

ade a 

num
ber of sm

all pieces in plas-

ter derived from
 the negative 

of those shapes. I created these 

large-scale sculptures in fibre-

glass resin and polyurethane.

These w
orks are still tied to the 

bullfighting body of w
ork that 

I w
as doing previously, that is 

w
here the basic shapes com

e 

from
, but if you w

ere to only 

look at the title and the w
orks, 

w
ithout any background infor-

m
ation, you w

ouldn’t know
 they 

have any relationship to that tra-

dition or to that body of w
ork. 

They’re obviously also inform
ed 

by m
y love of m

odern sculpture 

and Cycladic sculpture, w
hich 

you w
ill see throughout the rest 

ings com
posed of just highlights 

and shadow
s. I also found w

ays 

of stretching these shapes and 

to continue the sam
e process of 

trying to find volum
es that w

ill 

be born out of the shapes. 

This is a sm
all exam

ple of w
hat 

I w
as m

aking at the tim
e. These 

tw
o w

orks are titled E
rotes. 

Erotes is a w
ord that com

es from
 

Greek m
ythology. The erotes 

w
ere dem

i-gods of love and 

desire, especially of hom
osexual 

desire. They w
ere w

inged gods.  

At the sam
e tim

e, I w
as m

aking 

a lot of draw
ings and pictures 

of sails and boats in M
aine, and 

that w
as part of the inspiration 

behind these shapes. They resem
-

ble sails but at the sam
e tim

e 

the w
ings. This is another ex-

am
ple of an E

rotes, w
here I w

as 

using the parts of the shapes 

that w
ere scraps in m

y studio. 

They started in sm
all pieces, and 

then I brought them
 to  

a larger dim
ension.

Transparency is also an im
port-

ant part of these w
orks. As the 

line travels around the planes 

and com
es in and com

es out, the 

highlights and the shadow
s on 

of the presentation. There is in 

these w
orks an aspect of gravity 

that I enjoy. It is alm
ost like they 

are about to rest on the floor, 

the w
ay a cape starts to gently 

rest on the surface.

These tw
o w

orks are titled C
hi-

cuelina and Serpentina. They 
are designed to rock gently and 

you can see w
hat I w

as telling 

you about the particular rela-

tionship to Cycladic sculpture.

Later, I becam
e interested in the 

relationship betw
een light and 

shadow
, darks and highlights, 

and how
 highlights and shad-

ow
s can actually m

ake the w
ork 

seem
 im

m
aterial. In this w

ork, 

for exam
ple, you can see how

 

the shadow
 becom

es an integral 

part of the w
ork, and it becom

es 

m
aterial at the sam

e tim
e as the 

rest of the w
ork is trying to be 

im
m

aterial against the surface 

of the w
all. These are the last 

tw
o pieces that I did in that 

series, in w
hich the layers be-

cam
e m

uch thinner because the 

intention w
as to actually be able 

to hang the w
orks and give the 

illusion that they are draw
n onto 

the w
all, as if they w

ere draw
-

Figure, 1999. Gesso on plyw
ood 

and alum
inum

 rivets. 17 x 16 x 11”

T
he R

aised M
irror, 1998. Canvas, 

m
uslin and rivets. 40 x 33 x 30”

U
ntitled 2002/2014. Acrylic gesso on gypsum

 

cem
ent and resin. 4 x 16 x 12

R
evolera, 2003. Gesso on 

plyw
ood (5 leaning panels, 

1” thick ea.). 68 x 71 x 8”

T
ablón N

o. 2, 2006. Gesso on M
DF. 

67 x 22 x 3”

E
rotes, 2011. Acrylic gesso and 

plyw
ood on M

DF. 47.5 x 61 x 5”

R
evolera (background). From

 

left: Serpentina, V
eronica and 

C
hicuelina. “Contingent Beau-

ty”, M
FAH

, TX, 2015.

the different layers activate the 

w
orks. A few

 years ago, I w
as 

com
m

issioned to m
ake a large 

m
ural in N

ew
 York; here on the 

screen is one of the sections that 

cam
e out of that project. I’m

 

follow
ing the sam

e strategy of 

w
anting to bring the w

ork alive 

through interconnecting lines 

of light and shadow
, in order 

to heighten the vibrancy and 

lum
inosity of the lim

e plaster 

surfaces. Later, I created another 

m
ural for another client w

here 

the idea w
as to em

bed the w
ork 

on the w
all follow

ing the sam
e 

principle, using the w
all as a 

m
em

brane that breathes. Finally, 

w
e com

e to the w
ork w

e have 

here in the H
arn M

useum
. The 

intention of m
y presentation 

w
as to show

 you how
 I got from

 

a tradition such as bullfighting, 

w
ith objects and tools that are 

the least abstract, the least m
ini-

m
alist, to w

hat I have been m
ak-

ing during the last few
 years. 

Thank you.
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of the w
orld. You are alw

ays a bit 
dislocated and that can give you an 
interesting point of view

. At least 
that inform

s m
y interest in looking 

at m
arginalized spaces and  

their histories.  
. fernández– In m

y case, I becam
e a 

Latin Am
erican artist in the U

nited 
States, and I becam

e for the first 
tim

e H
ispanic here, in this country. 

There w
ere contradictions and 

issues that I tried to understand as 
m

uch as repel because of the w
ay I 

consider m
yself, I am

 m
ultinational 

and m
ultilingual, m

ulticultural, 
and I never had a label until I 
cam

e to the U
nited States. Apart 

from
 that, m

y journeys through 
the w

orld of the Corridas, w
asn’t 

a conscious decision of that being 
part of m

y heritage. It w
as m

ore an 
exploration of m

y sexuality. W
hen 

I w
as doing that body of w

ork, it 
caught the attention of the N

ew
 

York art gallery w
orld, because I 

w
as being som

ehow
 a token of that 

kind of H
ispanic cultural heritage. 

I didn’t have a problem
 w

ith that, 
but I w

anted to m
ake a point that 

it w
asn’t about searching for m

y 
roots or m

y cultural traditions in 
Venezuela, it w

as just about m
y 

hom
osexuality. 

. falconi– I have a question for 
each of you. I w

ant to speak w
ith 

Am
alia, the w

ork for m
e is so 

incredibly consistent in looking 
at the process of com

m
unication. 

There is alm
ost a sort of display of 

the w
ay in w

hich com
m

unication 
happens. Ears, lecterns, 
m

egaphones, there is alw
ays 

som
eone saying som

ething and 
som

eone receiving a m
essage. W

hat 
the w

orks basically do is reveal that 
basic level [of com

m
unication] and 

coalesce that into an sculptural 
w

ork, w
hich is som

ething that 
I find fascinating and incredibly 
interesting. I w

ould like to say 
that som

ething sim
ilar to that 

is happening in the w
ork of the 

other tw
o artists, here. For m

e the 
tem

poral is so im
portant in both 

of your w
ork. In the case of Alice, 

there w
as a tone crepitation w

hen 
you passed those im

ages. You could 
feel that tension. The w

ay that you 
display them

 w
ith that particular 

separation, w
hich w

as som
ething 

that you w
ere very insistent on, 

because that separation is basically 
tim

e presented in a physical w
ay. 

W
hich is som

ething that is also 
happening in the case of José 
Gabriel, w

ith all these m
ovem

ents: 
the veronica, the m

edia veronica, 
w

hen the capes m
ove, w

hich are 
basically m

ovem
ent in tim

e, and 
you try to coalesce it and all of the 
sudden you find a sculpture. W

hat 
Sergio’s question had to do w

ith 

.falconi–  W
hat a privilege to be 

able to be speaking to these great 
artists. I think that anybody w

ho 
says that artists are not doing 
research that is clearly a m

atter 
of other artists because w

hat w
e 

have been seen today im
plies that 

a lot of research goes into these 
artw

orks, w
hich seem

s to m
e pretty 

rem
arkable. 

I w
ould like to engage in 

conversation betw
een all of us. I 

have som
e questions, but I w

ould 
like to hear from

 you first.

.question from
 the audience– 

M
y nam

e is Sergio Vega. First of 
all I w

anted to congratulate Jesús 
for organizing the event on one 
hand, but also for the selection of 
these three artist [participating 
on the panel discussion]. I w

as 
fam

iliar w
ith the w

orks of tw
o 

of you, but one of the things 
that em

erge from
 this talk to m

e, 
w

as the notion that the three of 
you seem

 really interested in a 
kind of lim

inal space that could 
be [defined] from

 a conventional 
philosophical perspective like the 
space betw

een im
m

inence and 
transcendence, the creation of 
the com

m
unication betw

een the 
em

ission and reception, and the 

m
essage in betw

een, the space 
of seduction that the cape of the 
bullfighter em

bodies, the lim
inal 

space betw
een the horn of the bull 

and sw
ord of the bull fighter, and 

the im
plicit negotiation of desire. 

In your case [Alice M
iceli’s w

ork], 
the lim

inal space is represented by 
the im

possible landscape that is the 
encounter of death. I am

 interested 
in how

 it is that you construct that 
possibility of transcending that 
cognitive space through the body 
and through the experience of your 
w

ork. But, then, another thing that 
cam

e to m
y m

ind, is the fact that 
w

e are dealing w
ith a collection 

of Latin Am
erican art, and you are 

from
 Latin Am

erica, and probably 
w

e have all com
e from

 the absurd 
experience of having to justify 
w

hat w
e do in relation to Latin 

Am
erica, w

hich is, as w
e know

, a 
colonial construct that w

e still deal 
w

ith and, in a w
ay, are cursed by, 

but that is also part of our reality. 
H

ow
 is that exploration of lim

inal 
space related to Latin Am

erica or 
how

 is the fact that you are from
 

Latin Am
erica related to the need 

to construct that lim
inal space? 

. pica– It is alw
ays so com

plicated, 
the question of being a Latin 
Am

erican artist. O
ne of the things 

I can say is that I didn’t realize I 
w

as a Latin Am
erican artist until 

I left Argentina. The w
ork that 

is in this exhibition w
as part of 

the CIFO
 Aw

ards exhibition, and I 
m

et a lot of Latin Am
erican artists 

in M
iam

i at that tim
e. I think 

it is com
plicated m

atter, and at 
different points I have com

e up 
w

ith different strategies of how
 

to deal w
ith it and the discom

fort 
that it brings. O

ne of them
 is that 

I often thought is that I like to 
be like a bar of soap, and never 
answ

er that question straight and 
never allow

 m
yself to pinpointed or 

pigeonholed. But it is also one of 
those things that is like som

ebody 
calling you fat: nobody is allow

ed 
to call m

e a Latin Am
erican artist, 

but I am
 allow

ed to call m
yself 

Latin Am
erican. There is cultural 

intim
acy that I feel is undeniable 

but is also a subject that is 
uncom

fortable to speak about. 

.falconi– That [answ
er] itself is a 

lim
inal space.  

. pica– I obviously can’t speak of it 
in philosophical term

s. I stopped 
a long tim

e ago to try to speak 
in term

s that I don’t speak as an 
artist. I think w

e have w
ays of 

talking of about things but are not 
necessarily versed in philosophy. 
I w

ouldn’t w
ant to venture into 

an area of know
ledge that I w

ill 

alw
ays be a foreigner in. I can say, 

how
ever, that it crosses  

our practices.  
. m

iceli– I totally agree w
ith Am

alia. 
There is not a straightforw

ard 
answ

er. I am
 going to try to 

answ
er it personally w

hich is not 
som

ething that in general I bring 
to the discussion of the w

ork. 
Consciously, I w

ouldn’t say I am
 

striving to be  m
aking w

ork from
 

the point of view
 of som

eone of 
Brazilian heritage, as a Brazilian 
artist. I don’t do that. O

n the 
other hand, the w

ay you grow
 up, 

your first experiences of nature, 
w

hatever the construction of the 
concept m

ay be, it is alw
ays, in 

the w
hole history of a person’s life, 

com
pletely inform

ed by your sense 
of place, and geography, and not 
only geography but geopolitics 
behind the place w

here you are 
from

. I w
ould only be able to speak 

for m
yself, but in the case of being 

Brazilian or Latin Am
erican, it is 

a peripheral space. Grow
ing up a 

w
om

an, a gay w
om

an in Brazil, 
belonging to a sort of m

arginalized 
group in this already m

arginalized 
country, w

hich has this traum
a of 

not w
anting to perceive itself as 

a periphery but that’s w
hat it is, 

can give you this slightly shifted 
perception of things because of 
the fact that w

e are not the center 

lim
inal space, they w

ere show
ing 

the failure of a m
edium

, in the 
case of photography you can’t 
see the [land] m

ines…
 I m

ean, 
is this a photograph of a m

ine or 
of som

ething else? It is the sam
e 

w
ith the veronica, you see the 

m
ovem

ent and all of the sudden 
you have it there. I w

ould like to 
shift the discussion now

 from
 Latin 

Am
ericanness to tem

poralness, to 
look at the tem

poral aspects of your 
w

ork. I w
ould like you to elaborate 

and tell m
e if I am

 on the right 
track or not, about the tem

poral in 
the physical sculpture w

ork. 

. pica–I started in a terrible art 
school, a very academ

ic one, and 
I studied sculpture. It w

as a very 
traditional thing, w

e learned how
 

to carve stone and m
odel busts of 

people and standing figures, and 
it w

as like lifting heavy w
eights 

There w
eren’t a lot of w

om
en in 

the departm
ent, and it w

as alw
ays 

a joke. As a reaction, m
y practice 

becam
e really im

m
aterial at the 

beginning of m
y artistic life. At 

certain point, I returned to the 
object because I think objects need 
us and also can exists w

ithout 
us. So often in m

y w
ork there is 

the notion of activation of an 
object, you have a sculpture, that 
functions as sculpture, that no one 

is using or activating. If no one is 
throw

ing a book against the w
all, 

if no one is using the cans, if no 
one is saying anything into the 
concrete podium

, it doesn’t m
atter, 

you haven’t m
issed anything, but 

there is alw
ays the possibility of 

using the sculpture for som
ething 

else, so they have this kind of 
interdependency. The notion of 
tim

e is som
ething that at least 

is supposed to be perm
anent in 

sculpture. There is also this sense 
that you are being able to turn 
tim

e on and off by defining it by 
the context of w

ho is using it and 
w

hat is being said. 

. falconi–  Alice I w
ould to hear 

your consideration on this regard, 
on the w

ay you display the w
orks, 

because is very different seeing 
it spatially, instead of seeing in 
them

 one after the other, how
 tim

e 
is m

anifested spatially. That w
as 

som
ething that for m

e resonated 
a lot in your w

ork. I think there is 
som

ething to be said about that, 
you cannot see as photographer the 
m

ines, the m
om

ent you see  
the m

ines you are gone.  
. m

iceli– The m
om

ent that you feel 
the m

ine it’s a little bit too late. 
I think it w

ould be interesting to 
relate that to m

y previous w
ork 
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traditional art school. During the 
first decade of m

y art career and 
throughout m

y schooling I did 
m

ostly tim
e-based w

ork and very 
ephem

eral pieces. O
ver the years 

as I w
as m

oving forw
ard, I w

ent 
through a w

hole period of creating 
installations that in som

e w
ay 

reflected the process of tim
e, in 

the intrinsic narration that w
as 

taking place in those installations, 
and then I started m

oving into the 
bullfighting. Then, m

oving into 
the m

ore kind of traditional, if 
you like, type of sculptural that I 
produced also im

plied learning how
 

to do som
ething. I m

ean, w
hen I 

did those tw
o casts [that I show

ed 
you], I had never done a cast 
sculpture before, or a painting, or 
anything of that nature. As I m

oved 
forw

ard, w
hat I realized is that in 

that arch of tim
e, from

 the years of 
m

y form
ation as analysis to today, 

those issues of im
perm

anence and 
ephem

erality and spectrality that 
w

ere present in m
y very early w

ork, 
is w

hat I have been trying to attain 
through a w

hole different practice. 

. question from
 the audience: 

M
y nam

e is Jane. I have a question 
related to the m

inefield one and 
Chernobyl. W

ith the landm
ines, the 

w
ay that it w

as designated a path, 
it w

as presum
ably a safe path, but 

I didn’t know
 if the m

ines w
ere set 

up in any kind of pattern because 
I thought that the w

ay that you 
displayed your im

ages not only 
presented the tim

e of stepping 
through as you m

ove forw
ard but 

m
aybe also that how

 things are 

positioned versus this problem
 of 

unplanned, unexploded ordinance.,- 
. m

iceli–There are different 
processes involved. All of the 
m

ine fields I w
ent through are in 

the early process of dem
ining. I 

w
ent there in collaboration w

ith 
the dem

ining organizations from
 

governm
ents as in Cam

bodia 
or N

GO
 like it w

as the case in 
Colom

bia. All of the m
ine fields 

that I show
ed you are in the early 

process of m
apping, w

hich is a 
long protocol of locating the m

ines 
to the best of their capabilities, 
because is never one hundred 
percent safe. It’s as safe as it can 
be in term

s of w
here the explosives 

are. That’s step one. O
nce the field 

is all m
apped there is this w

hole 
discussion of w

hat to do w
ith 

all these bom
bs. And yes, there 

are not only landm
ines, there 

are different things like cluster 
am

m
unitions, w

hich is som
ething 

the States have used extensively 
in Afghanistan, w

hich are bom
bs 

that are dropped from
 the planes, 

and they explode in the air into 
m

any different subm
unitions 

w
hich stay on the ground. It is a 

particularly cruel w
eapon because 

these little subm
unitions have very 

bright colors, m
eant to attract kids 

curiosity. They are not only m
eant 

to create an im
penetrable space, 

but to create this atm
osphere of 

fear, and everlasting occupation of 
land. For exam

ple, in Cam
bodia, 

these types of w
eapons are 

a problem
 for their econom

y 
because they have so m

uch land 
that is fertile but is full of these 

that w
as about Chernobyl Exclusion 

Zone. That w
ork w

as about a 
kind of im

penetrability, w
hich is 

really physically invisible, w
hich 

is the gam
m

a radiation that still 
to this day not only haunts but 
actually em

bodies physically the 
w

hole substance of this area. The 
problem

 of that w
ork w

as how
 

do w
e look at it, by w

hat m
eans, 

in this kind of reality, in w
hich 

that space is com
pletely pervasive 

but never really perceived by our 
senses in any w

ay. That w
ork 

dealt w
ith a problem

 of visual 
im

penetrability. W
ith w

hat kind 
of im

ages m
ight it be possible 

to touch this invisibility? O
nce 

I finished Chernobyl, I w
as still 

intrigued by this idea of the 
im

penetrable spaces, by different 
kinds of landscapes, different kinds 

of contam
ination issues, they 

ask different questions. For m
e, 

the next obvious step w
as then 

try to look at this other kind of 
im

penetrable space, w
here w

hat is 
inaccessible is not the visual, itself, 
but the actual space that I w

ould 
like to cross, in that case the space 
of m

ine fields. So, of course, you 
cannot see the m

ines, not that 
m

ines are not physically invisible, 
truly, like radiation is, w

hat you 
cannot penetrate is the actual 
space. For m

e as a photographer, 
com

ing from
 the background of 

docum
entary film

 and photography, 
that w

as really exciting because 
that space w

e can actually see and 
the depth of field is a construction 
of photographs. There is a depth of 
the actual land that you see that 
Cappa show

s and often tim
es you 

cannot reach, if you stay in the 
m

iddle of it.  
. pica– I w

ant to say som
ething. 

W
hen you talk about Chernobyl, 

and you think about w
hat is 

happening in U
kraine, today, one 

of the big things that is left out 
of the fram

e as w
ell, is the aspect 

of hum
an tragedy and em

pathy. I 
think w

e all have seen the im
ages 

and felt the pain of the U
krainian 

people.. It’s like you w
ould have 

said Chernobyl a m
onth ago, and 

m
aybe that w

ould have resonated 
in a very different w

ay. So, 
em

pathy also cuts across tim
e and 

takes over. 
. m

iceli– O
ne thing that becom

es 
very m

aterial and w
e don’t realize, 

is that it seem
s that w

e talk about 

Chernobyl as if it w
ere an event 

firm
ly in the past. But the victim

s 
and the consequences of Chernobyl 
they exist in present tense, w

e 
see them

 today and w
ill continue 

to see them
 forever, because the 

actual tim
e fram

e of radiation 
contam

ination, is not on a hum
an 

scale, it is really global in tim
e, It 

w
ould be at least 800 years until 

the radiation goes dow
n to a level 

w
here hum

ans could com
e back, 

and the consequences for all kinds 
of life are constant. It is a kind of 
event that, like the landm

ines, 
rem

ains a long tim
e after the 

conflict ends. They rem
ain in the 

present tense.  
. fernández– M

y trajectories 
through art school is the opposite 
of Am

alia’s. I w
ent to a very non-

.alice m
iceli,  

In D
epth (Landm

ines),  
2015, seven digital  
photographic prints
43.3 × 28.8 in [110 × 73 cm

] 
each, Cisneros Fontanals Art 
Foundation Collection,  
courtesy the H

arn M
useum

 
of Art and CIFO

 (installation 
view

 and detail).
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say som
ething? 

. fuenm
ayor– José Gabriel, Am

alia, 
and Alice all m

ake w
ork that is 

challenging to look at only through 
the lens of Latin Am

erican art. 
W

hat does it m
ean for you [Falconi] 

to be here sharing w
ith us your 

ideas on this topic? 
. falconi– W

ell, first, this topic of 
“Latin-Am

ericanness” so to speak, 
often causes discom

fort. O
ne of 

m
y latest essays on this issue 

had to do w
ith exactly that, w

ith 
all the discom

fort of an artist 
having to label them

selves and 
represent som

ething they do not 
feel com

pletely attached to. This 
is som

ething that needs to be 
said. There clearly is a discom

fort 
w

ith the w
ay “Latin Am

erican” 
functions to pigeonhole, label you, 
and m

ake it seem
 as if you should 

only be addressing certain subjects, 
problem

s, and issues. 

Alice is doing w
ork about the 

w
orld, about landscape. Am

alia 
is concerned w

ith the nature of 
com

m
unication. These topics have 

nothing to do w
ith Latin Am

erica, 
per se. There is a w

ay in w
hich you 

can utilize the label effectively 
because w

e all have a label, in som
e 

w
ay, at som

e point. If a gallery in 
N

ew
 York w

ants you because of this 
label, w

ell, w
hy not? W

e all have to 
live off som

ething.

But at som
e point the label 

becom
es straight jacket and has 

becom
e a problem

 for the artists. 
Yes, they do acknow

ledge they 
com

e from
 a tradition. They do 

acknow
ledge that tradition cam

e 
from

 a place. W
e all com

e from
 

som
ew

here, you know
? And w

e 
all have m

oved som
ew

here else. 
W

e need to strive for new
 w

ays of 
understanding w

hat is a cultural 
production of a region. W

e need 
to understand that m

aybe there 
are other m

atrices w
e have not 

observed.

Am
alia just said she goes to 

H
olland and hears: oh you m

ust 
be suffering so m

uch because of 
the cold, w

hen she is from
 dow

n 
in Patagonia. I m

ean, that is that 
is quite rem

arkable. That already 
tells you everything you know

. I 
don’t think it’s a problem

 w
ith Latin 

Am
ericans. The problem

 lies in how
 

the global system
 has basically 

pigeonholed us in certain aspects. I 
think w

e are fighting against that 
to som

e degree in order to be able 
to get out of that positioning that 

only caters to stereotype. It doesn’t 
open up into a larger conversation 
w

ithout the asterisk. W
ithout the 

little thing that says, w
ell, w

e’re 
Latin Am

erican artists. There is a 
larger landscape that w

e should be 
able to inhabit w

ithout running 
into these lim

itations. 
. vega– W

ell, you know
, w

e w
e’ve 

been in this boat for a w
hile. I 

rem
em

ber w
hen I got the invitation 

to the exhibition opening at 
the M

useum
 of M

odern Art of 
Latin A

m
erican A

rtists of 
the T

w
entieth C

entury. In the 
invitation it said, “please dress 
colorful.” At that tim

e m
y w

ork w
as 

concerned w
ith Dante, the Italian 

poet, so they w
anted Dante to 

becom
e a parrot for that evening. 

. falconi– I w
ill say, this m

ight be 
a little bit com

plicated but the 
truth is that all of this has been 
enhanced by especially now

 the 
w

ay in w
hich the U

nited States 
understands m

ulticulturalism
, 

the w
ay that the U

nited States 
understands cultural distinctions. 
That is a m

odel that doesn’t 
fit Latin Am

erica w
ell. The real 

problem
 is there are tw

o different 
syntaxes, there are tw

o different 

am
m

unitions. I w
ould not w

alk 
across any of the m

inefields that 
I show

ed you w
ithout m

apping 
because that w

ould be suicidal. 
They w

ere all in different stages 
of early m

apping. In the case of 
Colom

bia there w
as not m

ap and 
the only thing that w

e could use to 
guide us w

ere those little m
arkings 

that you saw
 in the photos of the 

jungle w
ith little color ribbons. 

W
hen you see at least that there 

are som
e m

arks like those color 
ribbons, that you start to negotiate 
w

hat kind of path m
ay be possible. 

That’s w
hy in Colom

bia it w
as so 

tricky, and it w
as only possible to 

do those seven steps that w
e see 

here in the photos exhibited  
in the m

useum
.  

.question from
 the audience 

[am
anda alvarez]: Thank you all 

for speaking. I enjoyed all of w
hat 

you all had to say. I w
anted to 

ask, speaking from
 the lens of the 

m
atador series, I thought it w

as 
interesting how

 you said that you 
w

orked through w
hat I believe 

you said w
ere perm

utations and 
transform

ations. I w
anted to ask, 

as your practice has continued, 
how

 m
uch of it is still focused on 

the m
atador, and how

 m
uch has 

changed tow
ards this desire to 

project light and design and this 
flat 2D im

age? Then, for all of you, 
how

 has your practice, and your 
focus changed as you progressed 
throughout your w

orks? 
. fernández– Yeah, m

utations and 
perm

utations. I think that I briefly 
m

entioned during m
y presentation 

that as I w
as m

oving aw
ay from

 the 
narratives that w

ere intrinsic to the 
w

ork that I w
as doing as part of 

installations, and the w
orks becam

e 
m

ore decanted, m
ore form

al, if 
you like. They gradually becam

e 
autonom

ous. They separated from
 

the source m
aterial, the cape, and 

all sof that.

H
ow

ever, pretty m
uch everything 

that I’ve done from
 that tim

e on 
has its origin in that particular 
source m

aterial. It’s like it’s 
been generating im

itations 
and perm

utations, but I’m
 not 

interested anym
ore in m

aking 
a visible, recognizable reference. 
. m

iceli– It’s w
onderful how

 the 
interest evolves in our w

ork. From
 

all of m
y recent projects and to 

this day an aspect of m
y w

ork 
usually deals w

ith landscape, the 
problem

 of landscape, of landscape 

representation. Landscape, of 
course, is a subject m

atter in the 
history of art. It is interesting 
because really w

hat is this thing 
called landscape? W

hat aesthetic 
cognitive operation is behind that? 
W

hen w
e look at fragm

ents of 
nature and then decided to call it 
landscape, it is, of course, a solely 
hum

an experience. 

For us hum
ans, w

e are in the 
process of having to rethink that 
in term

s of the environm
ent, but 

this fracture related to the concept 
of landscape, as if w

e w
ere not all 

one, because w
e look at a specific 

area and isolate it. That is an idea 
that keeps evolving in m

y w
ork. 

M
y interest keeps evolving into 

trying to look at these places that 
m

ight seem
 unaltered, but actually 

have been changed substantially 
by the m

is-action of m
en, by our 

m
is-actions, such as at Chernobyl, 

such as all of the m
inefields that I 

have show
n. There is this problem

 
of how

 to look at som
ething w

hich 
is physically invisible, in the case 
of Chernobyl it’s gam

m
a radiation. 

That interests m
e. 

. falconi–W
onderful. Am

alia? 
. pica– For m

e m
y w

ork has alw
ays 

been very different from
 itself. 

There aren’t m
any com

m
on threads. 

I think that generated a lot of 
anxiety for a w

hile, and then I just 
decided to go w

ith it. I’ve been 
lucky, and I’ve been m

aking w
ork 

for a long tim
e.

There is a w
ay of thinking about 

change that doesn’t have to 
do w

ith progression. It’s just a 
constellation of thoughts and then 
ideas, and I m

ake things five years 
later that relate w

ith questions 
that I started ten years before 
and that project into the future. 
There are loose ends that I leave 
all the tim

e that I go back to. 
W

hat you saw
 today, it’s alm

ost 
like an exercise in m

yth m
aking. 

I think: I’m
 show

ing this w
ork in 

that exhibition, let m
e just pull 

these w
orks to explain alongside 

it. It is never a progression. I don’t 
think of the developm

ent of m
y 

w
ork in term

s of a linear process, 
but I accept that there’s an area of 
interest that I have and eventually 
there is air of fam

iliarity betw
een 

the w
orks.   

. falconi– I think it’s eight o’clock 
already, but I w

ill take one m
ore 

question in case som
eone w

ants to 
say som

ething or Jesús you w
ant to 

.Am
alia Pica,  

If T
hese W

alls C
ould T

alk, 
2021, w

ood, tin cans, screw
s,

paint, glue, string,  
192 x 45 x 120 in  
[487.7 x 114 x 304.8 cm

],
Cisneros Fontanals Art  
Foundation Collection,  
courtesy U

niversity
Galleries.

w
ays of understanding w

hat you 
should do w

ith your identity in 
cultural term

s. W
e m

ight need to 
m

aybe not look that m
uch tow

ard 
the U

nited States.

Thank you so m
uch I m

ean to end 
w

ith that note. I really w
ant to 

thank everyone here and in the 
virtual sphere for staying w

ith 
us and to thank everyone for the 
conversation. Thank you Jesús, so 
m

uch, not only for the incredible 
show

, that you have curated, but 
also for bringing us here and for 
thinking very creatively and finding 
these specific artists w

ho w
ill 

actually w
ork together very w

ell. 
M

uchas gracias. Thank you.
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this particular exhibition because 
this show

 is about plurality. If I 
narrow

 that scope, if I say that this 
show

 is about race or colonialism
 

or history or w
hatever, then it’s 

like im
posing m

y vision on to 
w

hat the artists are doing. It 
seem

s to m
e like a w

ay of lim
iting 

the possibilities of plurality and 
diversity, but I am

 going to do it 
for you, here and now

. I’m
 going 

to do this only for you, and then 
after w

e finish you have to forget 
everything I have said. 

W
hat I w

ant to do today is focus 
on the pedagogical aspect of several 
w

orks in this exhibition. I’m
 going 

to show
 you the educational aspect 

of each w
ork and the specific 

learning process that each w
ork 

guides the view
er through.

Let’s start w
ith this w

ork by Jorge 
M

éndez Blake. M
éndez Blake is 

from
 M

exico. H
e w

orks betw
een 

Guadalajara and M
exico City. 

This piece teaches w
hat I call the 

“existential lesson” because it is a 
w

ork, that in a w
ay, is a portrait 

of the crisis that accom
panies the 

process of being an artist. Every 
artist has to face the sam

e very 
com

plex and very difficult process 
of creating som

ething new
. This 

m
ay sound sim

ple, but it is not. It 
is a com

plicated and loaded process.

W
hat Jorge M

éndez Blake did, 
here, w

as to create w
hat he calls 

the anthology of em
ptiness, an 

anthology being a collection. This 
w

ork, and m
any others in the 

show
 as w

ell, is the result of a long 
process of research. Through his 
research Blake built a collection 
of 150 to 160 quotes from

 w
riters 

explaining their frustrations 
trying to find som

ething new
 and 

original to say. I’m
 going to read 

one exam
ple collected from

 the 
w

ritings of N
icanor Parra w

ho w
as 

an im
portant tw

entieth-century 
poet from

 Chile. H
e says “I have 

got nothing left to say. Everything 
I had to say, has already been said 
countless tim

es.”

W
hat you are seeing, is the artist 

in the m
om

ent of existential crisis. 
A creatively frustrated artist w

ho 
doesn’t know

 w
hat to say, and 

he’s telling you about w
hat he’s 

going through. W
hat Blake has 

done that is interesting w
ith this 

w
ork is to introduce the doubt and 

frustration of the creative process, 
as the subject in his ow

n process 
of producing new

 w
ork. The quotes 

collected here are am
azing, and I 

w
ould recom

m
end reading them

 
all. That’s the reason w

hy w
e placed 

that bench over there, so you 
can take one of the books, read 
them

, and contem
plate the quotes 

individually alongside Blake’s w
ork 

as a w
hole.

I also think it’s im
portant to have 

this installation here w
here visitors 

are likely to arrive at it first. This 
is the w

ay I w
ant people to see 

Latin Am
erican contem

porary art, 
as som

ething that is contem
porary 

in the sam
e w

ay that any other 
artist from

 any other place is also 
contem

porary. It is difficult to 
tell w

hat is M
exican about this 

installation. There are no parrots. 
There are no palm

 trees. There are 
no bright colors. Yet, it is of Latin 
Am

erica. 

O
k, so let’s go behind the w

all 
over here. The title of this piece is 
C

lassroom
 to learn w

hat cannot 
be learned, or an invisible school. 
This w

as m
ade by an artist from

 
Colom

bia. H
e’s based in Bogotá. H

is 
nam

e is N
icolas Paris, and he has a 

theory. H
e thinks that he can m

ake 
people think differently through 
art. This is som

ething that for 
m

ost people, if they think that it 
is possible, they assum

e it is on an 
individual, case by case, basis. This 
is not w

hat N
icholas is proposing. 

N
icholas claim

s that this is 
som

ething that can be a collective 
kind of experience.

W
hat he is im

agining is that this 
space that he is constructing, it’s 

P
lural D

om
ains: Lessons. 

A
 G

allery T
alk by jesú

s 
fu

en
m

ayor

harn m
useum

 of art. university 
of fl

orida, gainesville.

january 22, 2022

eric segal  Good afternoon. 
W

elcom
e and delighted to see you 

all here at the H
arn M

useum
 of Art 

this afternoon. I’m
 Eric Segal, and 

I have the pleasure of presenting 
today Jesús Fuenm

ayor, the curator 
of P

lural D
om

ains the exhibition 
that begins, here, in the rotunda 
and continues through into the 
exhibition hall.

Jesús is a w
onderful colleague here 

at the U
niversity of Florida w

here 
he is director of the U

niversity 
Galleries and curator of the Gary R. 
Libby U

niversity Gallery, w
hich is 

on the east side of cam
pus by the 

fine arts com
plex.

Jesús has m
ore than 35 years’ 

experience as a curator of m
odern 

and contem
porary art. H

e’s been 
here at U

F for som
e three years 

and before that w
as curating 

exhibitions internationally. 
From

 2017 to 2019 he w
as the 

chief curator of the 14
th Cuenca 

Biennial, w
hich w

as titled Living 
Structures: A

rt as P
lural 

E
xperience and before that he 

w
as an independent curator and 

director of the Cisneros Fontanals 
Art Foundation (CIFO) in M

iam
i 

from
 2012 to 2015 and w

as director 
and curator of The Periférico 
Caracas from

 2005 to 2011. W
e’re 

really so lucky to be able to present 
this exhibition at the H

arn and, 
today, to have Jesús to lead us 
through it, so please join m

e in 
w

elcom
ing Jesús.

jesús fuenm
ayor  Today, w

e 
are dealing w

ith Latin Am
erican 

art and w
e are w

e’re going to be 
show

ing Latin Am
erican art to a 

public that perhaps doesn’t know
 

so w
ell w

hat Latin Am
erican art is 

or w
hat Latin Am

erican art looks 
like. M

ost of the tim
e, w

hen you 
say Latin Am

erican art to people 
w

ho do not know
 so w

ell w
hat is 

currently happening, they have 
fixed ideas of w

hat Latin Am
erican 

art is. I w
ould say stereotypes in 

som
e cases. Som

e people think, 
Latin Am

erica, oh w
ell, they should 

be painting parrots and palm
 trees, 

right? O
r, m

aybe, artists are doing 
som

ething com
m

itted socially like 
Diego Rivera’s m

urals or surrealist 

like Frida Kahlo’s painting, but that 
is not the case.

Latin Am
erican art form

s a very 
diverse universe. W

hat you get in 
Tijuana at the border w

ith the U
S 

and w
hat you see in Patagonia is so 

different. There are m
any different 

cultures, so w
hat I w

anted to do 
as a curator bringing this sm

all 
selection in this exhibition w

as 
to spotlight a group of artists 
and start a conversation about 
the diversity, the plurality, w

hich 
exists in Latin Am

erican art. That 
is w

hy the nam
e of the exhibition 

is P
lural D

om
ains. W

hat w
e did 

in term
s of diversity w

as to bring 
as m

any artists from
 different 

places as w
e could. H

ere, in the 
exhibition, you can find artists 
from

 Brazil, Argentina, Cuba, 
M

exico, U
ruguay, and m

ore. Also, 
m

any of these artists from
 Latin 

Am
erica are part of the Latin 

Am
erican diaspora, so m

any of 
these artists are living abroad. 
Richard Garrett is living in Florida. 
You have artists living in London, 
artists living in Paris. That is 
also an im

portant elem
ent of the 

show
 that you see that the w

orks 
are inform

ed by m
any different 

layers of cultural relations. This 
generation of artists is a very 
cultivated and are highly educated. 
They w

ent to the best art schools. 

They are intellectuals, and this 
is part of w

hat it m
eans to be a 

contem
porary artist.

Contem
porary art is not so 

m
uch about trying to m

ake 
som

ething beautiful for the eyes. 
Contem

porary artists are m
ore for 

doing w
hat they do for the brain, 

for the intellect. They are critical. 
They tend to try to say som

ething 
about society. They think in term

s 
of w

hat it m
eans to be w

orking  
in a particular context at a 
particular tim

e. 

The diversity of today’s present 
context in Latin Am

erica is in 
som

e w
ay represented here. 

About a third of the artists in the 
exhibition are w

om
en, w

hich is 
the sam

e proportion that you find 
in the CIFO

’s collection overall. 
M

any artists are of Afro-Caribbean 
descent. There are artists of Afro-
Brazilian descent. There are artists 
from

 m
any different cultures, but 

also from
 different class levels in 

society. Every one of these artists 
has so m

uch to say. Their w
ork is 

inform
ed by all of their diverse  

life experiences. 

W
hat I w

anted to do, today, is 
som

ething that I don’t usually 
do. I am

 going to organize m
y 

presentation around a central 
them

e. I don’t usually do that w
ith 

.jorge m
éndez,  

B
lake, B

lack P
avilion / 

O
pen Library,

2013, m
ixed m

edia,  
137.75 x 177 x 80 in  
[349.9 x 449.6 x 203.2 cm

], 
Cisneros Fontanals Art  
Foundation
Collection, courtesy H

arn 
M

useum
 of Art.
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are m
ultiple planes of glass in this 

w
ork until the view

er w
alks right 

up to it and perhaps tries to touch 
the “glass,” revealing that there is 
nothing there.  

H
ow

 is it that these tw
o traditions 

can com
e together in one single 

piece if they are so opposite to 
each other? Perhaps, the artist 
is encouraging us to question 
if the Renaissance tradition of 
creating naturalistic illusions and 
the tw

entieth-century m
odern 

tradition of abstraction are 
truly so contradictory to each 
other? M

ostly, it has to be said, 
contem

porary artists are not 
looking for answ

ers, they are 
looking for questions. They m

ake 
space available for questioning. 
W

hen you see contem
porary 

artw
orks, ask m

any questions but 
don’t expect definitive, singular 
responses. That is one of the 
difficult, but, ultim

ately, rew
arding 

aspects of contem
porary art. Let’s 

m
ove to the next w

ork.

The nam
e of this piece is very long. 

The title is A
rtificial H

orizons, 
R

eflex Instrum
ents. T

he Space 
B

etw
een D

oubt and C
ertainty. 

It is long, but at the sam
e tim

e, 
the title is very literal. The artist, 
M

anuela Ribadeneira, is from
 

Ecuador, and she’s based in London. 

The lesson taught by this w
ork I 

like to call the “anti-colonial lesson.” 

W
hat M

anuela did w
as to study 

the navigation instrum
ents of the 

fifteenth- and sixteenth-century 
golden age of European exploration 
and colonialism

 and reproduce 
m

any of them
 here. So, then if the 

w
ork consists of tools from

 the age 
of colonialism

, w
hy do I say that 

this is an anti-colonial proposal? 
I say that because w

hat M
anuela, 

at the end of the day is doing is 
bringing these tools that w

ere used 
in the fifteenth century to colonize 
and is rem

oving the functionality 
from

 the tools. These tools are 
not functioning anym

ore. She has 
transform

ed them
 into som

ething 
else. She has transform

ed these 
tools into sculptures, into objects 
that now

 have an aesthetic 
functionality only. They can no 
longer be used for navigation, so 
through art she has nullified the 
potential of the instrum

ents  
to colonize.

W
hen you place som

ething inside 
of a m

useum
, it can no longer 

function in the w
ay it used to, 

and you are taking aw
ay its pow

er. 
At the sam

e tim
e that you are 

aestheticizing the object you are 
nullifying its ability to do w

hat 
it w

as traditionally designed to 

do. I think this is an interesting 
practice because m

ost people 
think that aesthetics do not have 
the potential to do som

ething so 
radical as to decolonize but it does. 
This w

ork m
akes it clear that the 

arts give the aesthetic experience 
this pow

er of transform
ing 

som
ething that w

as used to oppress 
other people into som

ething 
that can be used to educate and 
liberate, that has this discourse 
about how

 to relate to the history 
of colonization.

The next w
ork w

e are going to 
look at is concerned w

ith how
 

w
e visually represent history, 

specifically, how
 w

e represent the 
history of revolution and w

ars of 
independence. It is titled A

rchive 
T

echnologies. The artist w
ho 

created this piece, M
iguel Am

at, 
is Venezuelan, and he w

as looking 
into Venezuelan history. 

In the early nineteenth century 
Venezuela fought m

any battles 
against the Spanish crow

n to 
liberate itself from

 Spanish control. 
W

hat M
iguel did w

as to find the 
exact places w

here the history 
books said battles took place, and 
he photographed them

. Each one of 
these im

ages you see here has as its 
title the nam

e of a battle from
 the 

Venezuelan w
ar for independence. 

like a virtual space that can be 
m

anipulated, so that people can 
have different relationships to 
the w

ork. It’s a w
ork that can be 

touched, that can be changed. It’s 
not so m

uch that you’re getting 
som

ething specific out of m
oving 

the piece. It’s m
ore about the 

sym
bolic act of being able to touch 

the piece. In m
ost m

useum
 spaces 

you w
ill get in trouble if you touch 

the piece, but, here, N
icholas is 

allow
ing you to and causing you to 

w
onder w

hy you are allow
ed this 

unusual possibility in this case. 

You have to ask yourself w
hat is 

he trying to say, right? That is the 
beginning of w

hat he is trying 
to say. This structure creates a 
different relationship betw

een you 
and the artist and the artw

ork. It 
is not the sam

e relationship that 
you usually have w

ith other w
orks 

of art. Then, you have these various 
objects. W

hat could they all be for? 
There is a clam

p, here, and then a 
circle w

ith different colors, here. 
That induced questioning is the 
first step in his process. You see 
w

hat is in front of you, you try to 
think of w

hat all of this could be 
for, and then you see that he has 
w

ritten guidelines in this packet 
provided for you near the w

ork.

These guidelines are really 
interesting and, I w

ould say, even 

poetic. Rem
em

ber the title of this 
piece is a C

lassroom
, right? So, 

there is a lesson that w
e’re learning 

w
ith this. It says, “There is a garden 

in your pocket. There is a garden 
betw

een your fingers. There is a 
garden behind your ear. There is 
a garden at your feet. H

ow
 m

any 
rivers feed into a blue pencil?” 
These guidelines are trying to push 
the lim

its of the w
ay you think.

Another of the guidelines I really 
like is called C

ollective G
eom

etry. 
In it the artist asks you to look 
around and try to m

ake shapes of 
the space betw

een us. H
e asks you 

to form
 shapes from

 the public 
space that exists betw

een us and 
to collect those spaces. I think 
that the beauty of this guideline is 
that he is taking the geom

etrical 
structure of the piece and he’s 
placing that structure in the spaces 
betw

een you and everything else. 
H

e’s asking you not to just look 
at the piece, but to let the piece 
inspire your perception of the 
space all around you. W

hat you see 
in the piece that is structured by 
geom

etry, those strange elem
ents 

that do not seem
 to have any 

reason to be there, can be found 
som

ew
here else. You are being 

asked to find w
hat is in the piece 

outside of the piece. There are 
another ten or tw

elve guidelines in 

here, so you can com
e back once 

w
e finish the tour and go through 

all of them
. So, this piece teaches 

w
hat I call the “space lesson”  

in this tour. 

Let’s m
ove on to the next w

ork 
in the tour. This w

ork teaches 
w

hat I call the “perception lesson.” 
W

hen you w
alk into the show

 
this is the third of the three large 
installations w

ith w
hich you 

are confronted. M
éndez Blake 

addressed the existential crisis that 
can accom

pany the creation of 
art. N

icolas Paris taught us lessons 
about how

 to learn from
 being in 

the space of art. This one, M
arcius 

Galan’s 3 Secciones (3 Sections) 
is teaching us a lesson about 
perception that com

bines them
es 

from
 the origins of w

estern artistic 
expression in the Renaissance  
and contem

porary art of the 
present day. 

I think m
any contem

porary artists 
are often trying to encourage the 
view

er to engage in an experience 
that is visually interesting, at 
least intriguing, w

hich, at the 
sam

e tim
e, form

s an intellectual 
experience. Galan is trying to do 
this by bringing together tw

o 
opposing artistic traditions. O

ne 
is the Renaissance tradition of 
illusion, of trying to replicate 

reality through illusion. This is 
w

hy Renaissance artists developed 
the use of linear perspective. The 
technique of linear perspective 
w

as an excellent tool for producing 
representations of space that 
seem

ed to m
atch w

hat the  
eyes see. 

The other tradition found here 
in Galan’s w

ork that is often 
considered to be opposed to the 
Renaissance tradition is that of 
tw

entieth-century abstraction. 
W

hat abstract m
odernist artists 

w
anted w

as to rem
ove external 

reality from
 art and claim

 that 
art could create its ow

n reality. 
Tw

entieth-century abstractionists 
are trying to get you to experience 
the w

ork itself, not w
hat the w

ork 
is representing or w

hat the w
ork 

is replicating. There is no reference 
outside of the w

ork that you need 
to understand. A purely abstract 
w

ork has its ow
n self-referentiality.

This w
ork by Galan you can see, 

here, has this m
inim

alist, abstract 
appearance w

ith an em
phasis on 

color and light. In this sense it 
is like the w

orks of Robert Irw
in 

or Jam
es Turrell. It creates this 

abstract atm
osphere, but, at 

the sam
e tim

e, Galan has also 
constructed a w

ork of illusion that 
tricks the eye. It looks like there 

.nicolás paris,  
C

lassroom
 to learn w

hat  
cannot be learned  
(or an invisible school), 2019 
Steel tubes, found objects,  
w

heel, cardboard, tape,  
painting, exercises, conversa-
tions, and shared tim

e,  
dim

ensions variable,  
Cisneros Fontanals Art  
Foundation Collection,  
courtesy H

arn M
useum

 of Art.
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But these w
orks are not just those 

individual im
ages. After consulting 

the history books, he also asked 
the people w

ho lived nearby 
w

here they think the battles took 
place, and he photographed all the 
different possible locations. Finally, 
he looked at nineteenth-century 
representations of the battles in 
paintings and m

urals. H
e realized 

that the locations described by 
historians, the locations described 
by locals, and the landscapes 
depicted in the paintings did not 
alw

ays correspond to each other.

So, w
hat he did, then, w

as scan 
all of these pictures that he took 
in the places and elem

ents of the 
painting, and he superim

posed 
them

 all one atop the other. W
hat 

w
e see here is not one single 

landscape, but w
e have m

ultiple 
landscapes that all m

atch certain 
accounts of the battle, m

erged 
into single im

ages. This volcano at 
the top of this im

age, here, w
as 

taken from
 a painting. It is from

 
the biggest m

ural in the Capitol 
in Caracas. It w

as som
ething 

com
pletely invented by the painter. 

That volcano is not supposed to 
be in this landscape, it’s supposed 
to be in a com

pletely different 
place, but since it is featured in 
other im

portant stories related 
to Venezuelan independence, the 

artist put together all these stories 
in one single painting.

By pointing out these 
incongruences in the historical 
tradition, M

iguel is revealing 
how

 people construct history. 
H

e is em
phasizing in this w

ork 
how

 history is som
ething that is 

constructed from
 m

any different 
points of view

, yet often appears as 
one cohesive form

, and that in the 
production of that single historical 
narrative, certain view

points are 
often elided, m

isrepresented, and/
or m

inim
ized.  This w

ork presents a 
lesson about the nature of r 
ecorded history.

es– O
k, that w

as great. W
e have 

10 m
ore m

inutes I if you have any 
questions?

audience m
em

ber 1– Can you 
speak som

e about the very 
interesting piece also in this 
exhibition that is partly m

ade from
 

hum
an skin?

jf– That is a w
ork titled A

w
ard 

M
artiel, C

arlos. Carlos M
artiel 

is an artist w
ho studied w

ith tw
o 

perform
ance artists w

ho are know
n 

for their use of shock strategies. 
These artists try to scandalize, try 
to shock people, to call attention 
to certain issues that they think 
people are not addressing in a 

sufficient m
anner. Carlos is Cuban, 

he’s Afro-Cuban w
hich is a difficult 

position to be in in that country, 
and he is queer. W

ith this w
ork, he 

is calling attention to the difficulty 
that he and others have faced for 
having African heritage and being 
queer in Cuba. H

e also w
anted to 

talk about the m
ilitary honor his 

father received for fighting for 
the Cuban arm

y. The Cuban arm
y 

invaded Angola in the 1970s and 
Carlos’ father w

ent there and  
he fought. 

Carlos is som
eone w

ho is critical 
of the Cuban governm

ent because 
it is hom

ophobic. It is w
ell know

n 
that they arrested hom

osexuals at 
the beginning of the revolution 
in the 1960s. Also, traditionally 
there has been very little, if any, 
Afro-Cuban representation in the 
governm

ent. Carlos w
anted to 

create a connection betw
een his 

Afro and queer identity and bring 
attention to the problem

s of Cuban 
governm

ent. So, w
hat he w

anted 
to do w

as to create this sym
bolic 

perform
ance w

here he receives 
a m

edal for his hardship like his 
father’s m

edal.

H
e m

ade his body the m
aterial for 

that m
edal. H

e found a surgeon 
w

ho w
as w

illing, and they took 
a piece of his skin, preserved it, 

and placed it in a m
edal. That’s his 

aw
ard for surviving w

hile being 
African and gay in Cuba.

W
hen it w

as presented in in M
iam

i, 
everybody w

as asking w
hat’s 

happening here? W
hy is this guy 

taking a piece of his body to m
ake 

art? You know
, not everyone is 

w
illing to take a piece of their skin 

and transform
 it into an artw

ork, 
so that garnered a lot of attention 
for him

 and the plight of those 
like him

. That w
as his goal, and he 

accom
plished it. 

es– Please join m
e in thanking 

Jesús for his talk, today, and I’m
 

sure he w
ould be glad to chat w

ith 
you about other w

orks on view
 

inform
ally. Thank you, Jesús. 
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