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Organized by the Association of Art Critics of Marti-
nique (AMCA by its French acronym) presided over by 
Dominique Brebion, a meeting of art editors from the 
Caribbean entitled Revues en vue (Magazines in Sight) 
was held in October 2012 at the Department Archives 
of the Ministry of Culture in Fort-de-France.

The problems concerning the edition and distribution 
of art magazines in the Caribbean, the main editorial 
lines in development in the region and the emergence 
of new publications were the themes of the calling, 
which centered the conferences and debates of the 
participating editors.

The meeting was attended by editors Holly Bynoe, 
from ARC Magazine; Annie Paul, from Small Axe; Dave 
William, from Draconian Switch; Isabel Pérez, from Arte 
Sur and Artecubano, and David Mateo, from Artcrónica. 
They presented the issues published up to the pres-
ent, told about their work experiences and comment-
ed on the editorial outlook for future editions. They 

answered questions and exchanged opinions with 
the public, also made up by art students, professors, 
librarians, officials from the Ministry of Culture and 
representative artists from Martinique.

Despite the diversity of editorial proposals at the 
meeting in relation with the academic sphere, the 
promotional outlook, the theory, the critical analysis, 
the purely graphic, visual elements (at times adjacent 
to the artistic object), there was consensus as to the 
interest in recovering spaces for theoretical ideas and 
the art critique. The legitimization of new values and 
trends within the visual production of the Caribbean 
were advocated, as well as the support in building 
bridges for exchanges and communication among 
the different editorial initiatives. The theme of private 
and institutional initiatives of editorial financing was 
broached, and likewise highlighted was the potential 
of the Internet for the insertion and democratization 
of the informational flow.

In addition to the sessions dedicated to conferences 
and public presentations, the art editors had the op-
portunity to exchange ideas and information, and talk 
about strategies and joint projects with which to extend 
the premises posed and defended in Revues en vue. They 
also visited institutions dedicated to the research and 
documentation of Caribbean plastic arts and important 
foundations that grant their support to the develop-
ment and dissemination of visual arts in the region.



What were your main purposes when organizing the 
event Revues en vue? Do you think they were fulfilled?

Initially there is a simple and concrete observation: 
the extreme difficulty –even the impossibility– to find 
Caribbean magazines dedicated to the art I know and 
appreciate. Indeed, the press circulation is inefficient 
among the islands of the Caribbean, undoubtedly as 
a consequence of the linguistic barriers. Magazines 
rarely go beyond the frontiers of their linguistic zone 
and at times even of those of the island itself. Having 
greater visibility of the editorial scene in the Caribbe-
an was my first purpose.

I also wanted to share with the art circles of Marti-
nique this approach of the editorial artistic produc-
tions of the Caribbean obtained after my diverse trips 
and professional contacts in the region. The meeting 
Revue en vue allowed the art circles of Martinique, pro-
fessors and students of visual arts, librarians and art-
ists to discover certain magazines and have a better 
understanding of their editorial line. The event then 

Artcrónica had a conversation with the organizer of 
the event, art critic and curator Dominique Brebi-
on, which we share with its readers:



Dominique Brebion. Coordinadora del evento y presidente AICA Sur

attained its purposes; however, the next stage could 
be a common organization to achieve better circula-
tion of the art magazines or –why not?– a magazine 
conceived, edited and distributed by the Caribbean as 
a whole.

What line did you follow when selecting the participants?

Being unable to organize such an important and 
complete event as the First International Meeting of 
Magazines from the Caribbean, organized by Casa de 
las Américas in 2009, I prioritized the magazines that 
seemed to me as the most prestigious: Small axe, cre-
ated in 1997, which continues to be a reference; Arte 
Sur, bilingual, more recent but very dynamic and very 
contemporary, Art Magazine, one of the latest to ap-
pear, but which immediately granted priority to the 
vitality of its network. Finally, an opening in the direc-
tion of the electronic magazines with Artcrónica and 
Draconian Switch, because we have to take into consid-
eration that technological evolution that is determi-
nant in our days.

As we may infer from the meeting, do you think there is 
an outstanding editorial movement with work perspec-
tives in the Caribbean area?

There is an unquestionable vitality, but the great is-
sue continues to be the distribution. We continue to 



David Mateo editor de la revista ArtcrónicaHolly Bynoe editora de la revista ARC Magazine





lack, even today, a large enough number of profes-
sionals to ensure the sales services to the press titles 
as part of a distribution network organized in three 
operational levels: reception, classification, and dis-
tribution of press titles to the depositaries, followed 
by the distribution of magazines (and newspapers) 
to the press disseminators (kiosks and merchants) 
in the areas of clientele. Finally, the sale of the press 
to the end consumers by the disseminators (mer-
chants): kiosks, cultural sales points, departments 
integrated to malls and supermarkets, gas stations, 
bars. The magazines exist but they do not circulate 
sufficiently. In addition to this there are two other 
problems: the profitability of the magazines with 
regard to the number of potential readers, and this 
inefficient distribution. And then there is also the 
problem of the multiple languages, which is essen-
tial to contribute to increase the circulation of the 
magazines.

In your opinion, which are the advances within the Carib-
bean editorial space dedicated to the visual arts and what 
are the obstacles to overcome?

The magazines have an ever higher technical and pro-
fessional level, both in the contents –that is, in the 
work of the editorial committee– and in the technical 
level of graphic art, illustration, printing. The obstacles 
continue to be the profitability and the distribution.

Isabel Pérez editora de las revistas Arte Sur y Artecubano Annie Paul editora de la revista Small Axe





Dave William editor de la revista Draconian Switch

How do you evaluate the balance between the digital and 
printed magazines now existing in the Caribbean? Do you 
share the opinion that the digital system will bring along 
the reduction of printed publications?

I fear it and have my reservations at the same time, 
since I am still very much attached to the traditional 
paper edition. However, electronic magazines ensure 
a faster and less costly circulation. I wish there could 
be a harmonious balance.

How could these initiatives of editorial exchange that you 
contributed to foster with the event Revues en vue keep 
strengthening in the future?

I sincerely wish that those exchanges would continue. 
One of the first stages after this presentation of part 
of the editorial aspects could be a common reflection 
on that Caribbean distribution network for a better 
dissemination of these publications of incomparable 
wealth, how to put them at the disposal of a wider 
public 
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... Para mí todo comienza cuando mis espejuelos no están
en su lugar, así esas imágenes borrosas me inundan.

Karlos
Pérez
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Nelson Ponce / Pepe Menéndez

It was high time that the prodigal production of Cuban 
cultural posters of recent years reassumed its intrin-
sic role of communicator –mutilated from its context 
by dissimilar practical and economic reasons– and 
traveled abroad again. This time to face and recon-
nect with its international homologues. Current Cu-
ban posters are exhibited, speak and triumph outside 
Cuba, but this acknowledgment has not been an easy 
road to cover.

That golden age of Cuban cultural posters in the 
1960’s and 1970’s, endorsed by the productions of the 
Cuban Institute of Cinematographic Art and Indus-
try, the National Council for Culture or Casa de las 
Américas, among other institutions,1 is presently the 
internationally acknowledged image when speaking 
of Cuban posters. But without losing its leading role, 
in recent times we have seen this image extended not 
only by the new and solid generations of designers 
from the last decade who are emerging, but also by 
the insertion in this poster feast of new institutions 
like the Association of Writers and Artists of Cuba, the 
International Film and Television School of San Anto-
nio de los Baños, the Development Center for Visual 
Arts and some theatrical companies like El Público. All 
this without mentioning quite a few private cultural 
projects that have also favored posters as promotion-
al, exposable collectable format.2

1 Although the text refers to the production of cultural 
posters, we should not forget the importance that politi-
cal posters had in these years, sponsored by the Organiza-
tion of Solidarity of the Peoples of Asia, Africa and Latin 
America (OSPAAAL) and the Comisión de Orientación Rev-
olucionaria (COR by its Spanish acronym) (Commission for 
Revolutionary Orientation).
2 Some of these projects are the Days of Cuban-Norwegian 
Theater: Ibsen Spaces, with a novel puzzle/poster designed 
by Idania del Río, or the exhibition in tribute to the 20 
years of Teatro El Público Lo que se sabe no se pregunta (What 
You Know You Don’t Ask), designed by Giselle Monzón and 
Edel Rodríguez (Mola).

3 Essential in this work has been the drive of designers like 
Pepe Menéndez from UNEAC; Nelson Ponce from ISDI and 
Claudio Sotolongo from the University of Havana.

This abundant production –although never suffi-
cient– has been the center of a parallel strategy of in-
sertion, promotion and circulation within the Cuban 
context, carried out mainly by the own designers.3 
By means of initiatives like the collateral auction to 
ICAIC’s Muestra Joven, the annual meetings of CACa 
(Club de Amigos del Cartel) (Poster Friends’ Club) or 
the cycle of presentations “A lo hecho, pecho” (What’s 
done is done), Cuban designers have created their 
own collaborative network and work exchanges, 



4 Group formed by Abel Ferro, Yesser Caraballo, Leonardo 
León, Anabel Alfonso, Gabriela Gutiérrez, Alejandro Rodrí-
guez, Yussel Marín and Darlyn Sánchez.

which includes the beneficial critique, storms of ideas 
and pedagogy. 

The responsibility of assuming the legacy of Cuban 
graphic tradition is enhanced, as culmination, by the 
increase in the number of exhibitions in national spac-
es. These samples, whether personal or collective, en-
able the joint analysis of a production that, without 
renouncing to its characteristic aesthetics, presents a 
fresh image with a more daring freedom of gestures 
and concepts but equally committed. It is necessary 
to mention here the useful sessions developed in this 
regard by the project Inventario (Inventory) at the Lud-
wig Foundation of Cuba, where posters by different 
designers like Giselle Monzón, Nelson Ponce, Raupa 
and Elestudio,4 among others, have been exhibited 
and submitted to debate.

In the face of so much activity and effervescence, 
the moment of making young Cuban posters and 
their creators circulate internationally was to be 
expected as logical conclusion of their development 
within the present cultural and promotional out-
look. This international projection, seen as strategy, 
might be divided into several stages, which alone 
during 2012 shows its efficiency. One of the most in-
teresting has been the participation of some of our 
designers in big international group poster projects, 

like the invitation to Giselle Monzón to the “Tribute 
to Posada on his Centennial”, in Mexico, and to Pepe 
Menéndez to the international poster project “Glob-
All Mix”, on the occasion of the Rio Summit Meet-
ing, in which 30 designers from all over the world 
participated under the motto “Posters for a Sustain-
able World”. At the present time, when social and 
economic policies struggle in favor of a responsible, 
practical and ecologic design, posters emerge as 
evidence of their determinant and effective role in 
a field that is practically controlled and focused to-
ward industrial design.

Among the actions in which Cuban posters are pres-
ent is the proliferation of international exhibitions, 
and in this regard we may identify two formats with 
interesting results: poster group exhibitions outside 
Cuba and collaborations between Cuban and for-
eign designers within our own exhibition spaces. In 
the case of international experiences, the presen-
tations have acquired a more pedagogic nature by 
combining the exhibitions with workshops, collo-

Gissell Monzón / Edel Rodríguez Mola



Pablo Monterey

quiums or lectures. This is the case of the exhibition 
and poster workshop “Cubans in Halle” conducted by 
Nelson Ponce and Pepe Menéndez at the University 
of Art and Design of Halle, Germany (May 2012), or 
the more recent visit of Raupa and Nelson Ponce, to-
gether with ICAIC specialist Sara Vega to the South 
Florida University of Tampa and Yale Library, in New 
Haven, where journeys were dedicated to the Cuban 
poster with a program that included conferences, 
projection of the documentary Poética gráfica insular 
(Poetic Graphics from the Island), as well as the inau-
guration of the exhibition Filmes clásicos, nuevos car-
teles (Classic Films, New Posters), a project promoted 
by Sara where young Cuban designers were invited 
to reinterpret posters for classic films in the history 
of the cinema.

Early this year 2012, the gallery Espacio Abierto, of 
the magazine Revolución y Cultura, hosted the poster 
exhibition Revolución. Miradas cruzadas (Revolution. 
Crossed Glances) by Cuban design students from the 
Higher Institute of Design (ISDI by its Spanish acro-
nym) and French students from the École Estienne 
from Paris, organized by Nelson Ponce and young 
French designer Régis Léger. The theme was a com-
plex one and, at the same time, common to both 
countries, where the concept “revolution” marked 
a before and after not only in their respective his-

tory but also in world history. In this regard it was 
interesting to see how that concept is interpreted by 
young persons to whom the historical notion grant-
ed to the term is strange and, as opposed to it, there 
exists a new concept of what revolution should be: 
change. In many cases this definition loses its gen-
eral, global nature to refer to merely individual, per-
sonal processes that in a wider sense may also be 
considered revolutionary.

Recalling the fruitful relation established in the 
1960’s with Polish graphic design –of which many 
Cuban designers admit having received some influ-
ence– an exhibition of young authors from Cuba and 
Poland entitled Diseño incómodo (Uncomfortable De-
sign) promoted by the Europeans with the Cuban 
side cured by designer and professor Claudio Soto-
longo was presented at year’s end in Galería L of the 
University of Havana. The fact that in the past both 
countries were united by their political systems fa-
vored the mutual updating of the development of 
graphic creation, and resulted in collaborations and 
exchanges like the scholarships granted to Cuban 
designers by the Higher Academy of Plastic Arts in 
Warsaw and the celebration of exhibitions and post-
er workshops in our country.5 The experience of Dis-
eño incómodo confirmed the solidity and importance 
of the Polish design school, a tradition that has suc-



Pablo Monterey Claudio Sotolongo

ceeded in complying with the demands of the prac-
tice. It is regrettable that actions such as this one, of 
such great value for the creators themselves and for 
the Cuban cultural world, do not have an adequate 
echo in the media, which makes them lose intensity 
after the inaugural moments.

Lastly, as part of this brief overview of the internation-
al presence of Cuban posters, we can also mention an 
already almost systematic insertion of our designers 
in several international design biennials. Here stands 
out the International Poster Biennial in Mexico, with 
already twenty years of existence, whose selective na-
ture consolidates the activity of the creators and the 
importance of thinking beyond our limited physical 
and theoretical spaces to question the national pro-
duction and its integration with the complex and var-
ied international discourse.6

6 Elestudio, Michele Miyares Hollands and the posters 
made by Giselle Monzón together with Robertiko Ramos, 
and Pepe Menéndez with Nelson Ponce were selected at 
the most recent edition.

5 Héctor Villaverde, in his book Testimonios del diseño gráfico cu-
bano. 1959-1974 (Testimonies on Cuban Graphic Design. 1959-
1974) refers to the visit in 1965 of designer and professor 
Tadeusz Jodlowski and the celebration that same year of 
an exhibition of Polish posters in Havana.



Pepe Menéndez / Nelson Ponce

Within this presence in biennials, a special mention 
is deserved by the selection and awarding of Nelson 
Ponce and Giselle Monzón, in collaboration with Edel 
Rodríguez (Mola)7 by the Third Iberian American De-
sign Biennial of Madrid (BID12) in October 2012. This 
event, dedicated to graphic design and poster art, 
covers multiple areas. All branches of design are ex-
hibited and awarded. The Cuban participation includ-
ed various works, from editorial to wardrobe design. 
The fact that four Cuban artists, three of them with 
posters, were awarded among such large number of 
participants is a strong endorsement to the consoli-
dation of this art form, as well as evidence of interna-
tional acknowledgment, while at the same time it en-
courages the very young generations throughout the 

7 From the four awarded posters made by Giselle, two 
were made together with Edel Rodríguez (Mola): “Cartas 
de amor” (Love Letters), for ICAIC, and “Lo que se sabe no 
se pregunta” (What You Know You Don’t Ask), Teatro El 
Público. Nelson Ponce’s awarded posters were “Coloquio 
internacional identidades culturales y presencia latina en 
los Estados Unidos (International Colloquium on Cultural 
Identities and Latin Presence in the United States), Casa 
de las Américas; “Pensamos Cuba” (We Think Cuban) (Aso-
ciación Hermanos Saíz); “CACa en el taller” (CACa at the 
Workshop), René Portocarrero Serigraphy Workshop, and 
“Imágenes que generan reflexión” (Images that Generate 
Reflection), EICTV.

Island and confirms the pertinence of the genre and 
its practice.

Having stated some irrefutable facts, I have several 
reasons to state that 2012, far from its fatidic futur-
ological premonition, has represented a new starting 
point in the promotion and presence of Cuban post-
ers in the most diverse geographies. If the brief lines of 
this article are not enough to reflect the whole effer-
vescence of the current Cuban poster, it is a sign of the 
abundant creative activity, both theoretical and pro-
motional, that is taking place; an impulse that, for the 
health of the practice, appears to be the first though 
not definitive success toward the internationalization 
of the Cuban poster. 
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Works in multiple formats made by Chilean-Brazilian artist Klau-
dia Kemper since 1990 to date are exhibited at the National Mu-
seum of Fine Arts of Santiago de Chile from January 15 through 
March 31, 2013.

Kemper (Rio de Janeiro, Brazil, 1966) has developed a constant re-
search on the groups of problems of visual autobiography, show-
ing particular concern for the relations between art creation and 
life. For that purpose she has used supports and formats that go 
from painting to video installation and likewise include the ob-
ject, photography, animation and performance.

B Y K L A U D I A  K E M P E R
INMERSION

Ninho niño / 2008 / video instalación
proyección video sobre huevos, audio, motor giratorio

60 x 60 x 70 cms aprox



In conceptual terms, the exhibition avails itself of the metaphor 
of the body as diagram of spatial distribution of the works, struc-
tured in thematic lines such as feelings, sight, displacement, 
voice and craftwork. In Kemper’s art proposal these notions al-
lude to the driving and biographic links underlying her activity, 
as well as the importance that travel figures, the eye, the stories 
and the physical activity of creation represent to her.

The five halls in the south wing of the National Museum of Fine 
Arts (MNBA by its Spanish acronym) not only transforms their 
space into a territory marked by the imagery and living forms 
proper of this artist, but also into an institution open to the ex-
ploration of new forms of sensitiveness. Kemper displays one of 
her largest and most important exhibitions, the result of more 
than 20 years of experience.

Inmersión (Immersion) –cured by Mauricio Bravo– is an invitation 
to penetrate the visual culture with which Klaudia Kemper has 
interpreted and constructed her place in society and culture. Vi-
sualizing her works demands a relationship with the aesthetic 
dimensions forming the artist’s biography, as well as with the 
ethical positions that define her form of existing and acting in 
the world: “I speak from my own point of view because I cannot 
do it from any other; I do not have the creativeness of a writer or 
fiction scriptwriter who can invent characters. It is based on my 
experiences that the plot is constructed, which finally becomes 
alive through a series of paintings, a video installation or an ob-
ject”, she declares.

Ñum Ñum / 2006 / video objeto

Me gusta el consumismo / 2012 / video instalación



Visiones de lo desconocido / 2011 / pintura mixta  sobre tela / 30 x 60 cms



Cavando sobre mojado / 2008 / video instalación
proyección video sobre tela tensada y audio / 7 x 2,5 x 2,5 metros aprox



The tour begins in hall 1 of the museum, containing the works 
that correspond to the thorax, and it represents the vital func-
tions, with photographic, printing and video works. Halls 2 and 
4 imitate the head, mouth and eyes with video installations. Hall 
3 symbolizes the legs and shows a traveling video installation. 
The tour ends in hall 5, a metaphor of the hands and handicraft, 
which exhibits paintings.

Kemper, established in Chile since she was 10, has followed an ac-
ademically unconventional art path. After completing her stud-
ies of Graphic Design at the Catholic University of Chile, she stud-
ied Fine Arts in France and, with the permanent urge to question 
the techniques and academicism and to learn from that point of 
view, she took different courses that stimulated her in diverse 
formats, articulating a work that is hard to pigeonhole because 
of its amplitude and fruitfulness. She has won several prizes and 
has exhibited alone and as part of groups in Chile and the world. 
Her imagery has been formed by trial and error, with a constant 
questioning of what is politically correct.

“I never believed in the academy, I refused to learn to draw (I did 
it many years later, in Spain, when I felt that my work required 
it); then I learned to animate, at the expense of great discussions 
with those who were teaching me, since I didn’t want to do the 
animation in the “correct” way. It was thus how I found a way of 
doing animation that had more to do with painting than with 
cartoons. I began to paint, which later made me search in anima-
tion. In parallel I became interested in the dark hall and its pos-
sibilities of mutation through projections or effects that might 
produce changes in the perception. On the contrary, video and Serie Juegos Rotos, La memoria de Chile / 2007 / Fotografía 30 x 60 cms c/u
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photography emerged later, as means that enable me to regis-
ter reality, capture the instant – at least that’s what I thought at 
first”, recalls the artist.

Although Inmersión was initially conceived as a compiling project, 
new works were added during the process, almost all of them 
based on old materials (like hours of video recording, for exam-
ple). This process radically influenced the result of the work, since 
the artist saw herself submerged in the review of her life when 
examining materials gathered in diverse stages of her existence, 
in addition to notebooks and travel notes.

It is precisely the autobiographical element that makes this work 
a sort of immersion and reflection on Kemper’s life processes. 
“Becoming conscious has to do with the past; we become aware 
of the past because we still cannot digest, not even perceive the 
present. The accomplishment of an art project has to do with 
stopping and looking at the past –in this case, my past– and thus 
emerge the most basic existential questions. To receive an an-
swer you have to go to your own biography, your family tree, your 
ancestors, and then see your children and perceive that you are a 
minimum part of a much larger network...”, she points out.

This exhibition will also be the occasion to launch a bilingual book 
compiling the recent productions, with texts by renowned Latin 
American theorists, in addition to unpublished works by the art-
ist. 
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José VILLA

La 2da Exhibición Internacional de Escultura en Bronce, Tongling, 
China se celebró los primeros días del pasado noviembre.

Artistas de España, Estados Unidos, Francia, Italia, Rumania, Bul-
garia, Turquía, Egipto, India, Serbia, China, Japón y Cuba, fueron 
invitados por los organizadores para presentar sus esculturas en 
bronce, como parte de las transformaciones en el centro de la 
urbanización de Tonglig.

En esta ocasión,  las piezas realizadas por estos reconocidos es-
cultores fueron ubicadas  alrededor de una laguna de un parque 
natural, diseñado para el uso y disfrute de los habitantes de la 
ciudad.

Arcada, 2012

Escultura en Bronce

300 x 177 x 140 cm



Magaly Espinosa
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mail gallery by themes, to achieve a mounting with 
the author’s participation, who gave new readings of 
the selected installations, was an extensive process 
that took almost two years.

The sensibility that lies on ideas before the logic is im-
posed is here right underneath the skin; it is part of his 
humor, of the knowledge he possesses of daily life in 
Cuba, of the sharpness to introduce critical judgments; 
that is why Gerardo Mosquera deservedly says that 
Lázaro Saavedra is “a plastic chronicler and a popular 
philosopher”; he is also, according to Wendy Navarro, 
“for your eyes only”, and, like the artist himself says in 
the interview with Monica Vorbeck: “making a kind of 
art that may be exhibited on the walls of human mind...”

The catalogue may be consulted at: http://www.flac-
soandes.org/arteactual/?p=1306

The presentation in this space of the catalogue to 
the exhibition Altamente Confidencial: Lázaro Saavedra 
en su Isla (Highly Confidential: Lázaro Saavedra in his 
Island) –presented in late 2011 at Galería Arte Actual, 
Quito, Ecuador– together with the colloquium held 
with the artist as part of the program will enable the 
reader an approach to this work.

Chatting with Cuban photographer René Peña, he said 
about Lázaro: “He is a mechanism, a mental race”. It is a 
precise phrase to understand what this creator is; that is 
why I quote it. During the entire preparation of his first an-
thological exhibition we bumped into interconnected in- 
tricacies that seemed to have neither beginning nor end.

To select the installations, organize the pieces made 
on video –which comprise both video creation and 
video art–; to put together the messaging of the e-

c r u d et h o u g h t



MV: Altamente confidencial,1 a name that says much 
about this exhibition, comes from one of the titles of 
an image from Galeria I-Meil, which also speaks of the 
social and cultural circumstances existing in the island 
of Cuba. Lázaro Saavedra is, like Gerardo Mosquera 
once called him, an “isolated in his island” because of 
that very critical condition of his glance and of his art 
practice. I leave you then with Magaly Espinosa and 
later with Lázaro Saavedra, since we are honored by his 
presence here. We are deeply thankful for this antho-
logical exhibition, this vast sample of his work. My in-
tention is basically to be a moderator in this dialogue.

Me: I express my thankfulness and that of our col-
league Wendy Navarro –a curator just like Monica and 

1 The full name of the exhibition was: Altamente confidencial: 
Lázaro Saavedra en su isla (Highly Confidential: Lázaro Saave-
dra in His Island), exhibited at Arte Actual Gallery, FLAC-
SO, Quito, Ecuador, from October 5 through November 11, 
2011.

myself of the present exhibition who is not with us 
today for work reasons, but to whom we owe a con-
siderable part of the efforts for its achievement– for 
the possibility granted us by the Arte Actual Gallery 
and particularly its director, artist Marcelo Aguirre, to 
make this project a reality.

We are going to chat about the creations by Lázaro 
Saavedra, who has a very extensive work that com-
prises painting, drawing, video animation, video art, 
experimental video, performance, installation and, 
in addition, teaching work. He has been a professor 
at the Higher Institute of Art and headed one of the 
most interesting groups in the past decade: the Group 
ENEMA (2000-2003).

I was saying on the inauguration day that I am greatly 
moved to see these works, because I have been appre-
ciating them for many years in catalogues. Except De-
tector de ideologies (Lie Detector), Sin título (Altar a San 
José Beuys) (Untitled –Altar to St. Joseph Beuys) and 

El espectador y la obra (The Spectator and the Piece) 
they are pieces that had not been exhibited in Cuba. 
It is something you have read about, where you have 
worked, thought, and suddenly you can enjoy. In ad-
dition to the intense experience accumulated in the 
work to arrive at the inauguration day next to special-
ists of the human and professional quality of Mon-
ica and Wendy, and of the constant exchanges with 
Lázaro.

At the same time we may become acquainted with 
the complete video work, which is one of the most 
extensive and valuable within the Island’s visual cre-
ation. For this exhibition we have grouped it in three 
parts: a) video animation works; b) works aimed at ex-
perimentation with audiovisuals, and c) works that, 
without leaving aside the experimental aspect have a 
much stronger social and cultural content than those 
of the second block, which are close to video art. But 
at the same time, the complete works of Galería I-Meil 
are exhibited, formed by periodical messages sent by 
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the artist using this medium from 2007 to the pres-
ent. In order to facilitate their reading they was orga-
nized according to interconnected themes.

If you allow me, I would like to start with an exhibition 
made by Lázaro together with Rubén Torres Llorca, 
two artists who emerged in the art scene of the 1980’s 
in Cuba. In the midst of the social transformation pro-
cess produced by the Revolution there emerged an art 
movement interested in renewing the language of the 
visual arts with the incorporation of trends of the in-
ternational neo-vanguard: happenings, performanc-
es and installations. By that time the Revolution was 
a little more than twenty years old, and the creators 
had adopted a standpoint of reflection and interpre-
tation of the social process; this was to turn them into 
a very active element of Cuban society. Precisely the 
art of the 1980’s was characterized by the fact that 
some social, cultural and political events were repre-
sented in plastic arts in a much stronger, more coher-
ent way than they were to be interpreted by social sci-
ences. This is something to which critics and theorists 
of those years referred to on various occasions.

In 1969 Lázaro and Rubén Torres Llorca made an exhibi-
tion that is very peculiar within the Cuban art scene. 
It was called Una mirada retrospective (A Retrospective 
Glance). First I will explain to you what it was all about 
and then I will give the floor to Lázaro so that he can tell 
us how he appraises it after more than twenty years.

When the spectator arrived at the gallery where the ex-
hibition was presented he received a small document 
that explained to him the origin of the pieces exhibited, 
resulting from excavations carried out in the Havana 
docks. Objects belonging to an exhibition made in 
Cuba in late 1980 had been found in those excavations, 
which helped to become acquainted with Cuban plas-
tic arts of those days. In fact, the exhibition placed the 
visitor in a virtual reality, because while the curatorial 
concept took him to the future (year 2040), the pieces 
and their significance were part of his/her present.

Included in that exhibition were the first version of 
Detector de ideologies (Detector of Ideologies) and 

the installation Sin título (Altar a San José Beuys) 
(Untitled). (Altar to St. Joseph Beuys) –name giv-
en to it by the Cuban plastic artists. In our milieu, 
where there was no experience of vanguard com-
missioners and the concept of curator was not 
common, these two artists suddenly became cu-
rators with a totally novel proposal. The text even 
presented them to us as a kind of healer or eth-
nologist, since in those years young creators were 
very much interested in the way in which Joseph 
Beuys focused art. 

The Altar presented to us today by Lázaro has been 
embellished; the original one was much smaller and 
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simpler. The Detector de ideologías is presented to us in 
an interactive version; the original one was only vir-
tual: it pretended that you imagined your own ideo-
logical valuation. This spirit brought by the artists 
distinguishes itself from the pictorial tradition, since, 
although it is very valuable, one could not speak of 
contemporary Cuban art if we only thought of that 
tradition. The art promoted by the generation of the 
1980’s is important because of the critical self-con-
sciousness, the valuation of popular elements, the 
ethnological sensibility and the renewing glance of 
how the artist may approach his context and inter-
pret it from the social, cultural, ethnologic and politi-
cal point of view. We see this in Lázaro’s work, in his 
performances, in the installations and in all his video 
works. Although I have attended many of Lázaro’s 
lectures I do not recall his referring to Una mirada ret-
rospectiva. That is why his opinions today on how he 
distinguishes this work after twenty years are so in-
teresting to me.

Ls: Well, this exhibition, Una mirada retrospectiva, 
somehow symbolically sealed the meeting of two 
generations that, in turn, were part of the same gen-
eration: the group Rubén Torres Llorca belonged to 
and the group I was part of. I was saying to Monica 
today that if we establish a comfortable classifica-
tion, Rubén’s group, which emerged in the late 1970’s 
and early 1980’s, represented a contrast between the 
most conservative section of the public at formal, vi-

sual level, and the appearance of the works. We had 
our confrontations, not so much because of the way 
the work looked, but because of what the work said. 
In the case of Rubén’s group, which later formed Volu-
men Uno, making an installation in Cuba in those days 
was considered a declaration of ideological diversion, 
because the tradition of visual appearance in the gal-
lery corresponded more to the bi-dimensional, the 
painting hanging on the wall. Making an installation 
was connected to a type of art that came from capi-
talist countries, and capitalism was a system in deca-
dence, all that kind of problems.

In the mid 1980’s Rubén approached Group Puré, of 
which I was a member at the time. We established a 
good relationship, I often visited his home, listened to 
music, we talked about art, he related his recent ex-
periences. It was this type of transmission of culture, 
to call it somehow, that is very present in Cuban life.

I visited Rubén’s house, I must have been in third year 
at ISA; in those days I had a rather good teacher of 
pre-Columbian culture, Vivian Acosta (unfortunately 
deceased already), from whom we were receiving 
classes on Middle America. The book consultations 
and the contents we were learning always told us 
how that past life was presented in a museum, how 
it was consumed by today’s spectators. There was al-
ways like a classification: the center, the gestures, the 
type of sculpture. Then one night it occurred to me 

to make a very simple work that consisted in choos-
ing an object from our own reality that would be very 
much hated, particularly by intellectuals (or persons 
who pretended to be intellectuals): a plaster swan. In 
those days the figure of the swan was identified as the 
paradigm of kitsch in Cuba because in many homes 
from the 1950’s it was very common to see a painting 
with swans in a lake, among other things.

It occurred to me to obtain one of these plaster swans 
(plaster was also identified with kitsch) whose form 
was very poor because the molds were not very good, 
and lock it inside an urn, make a whole archaeological 
classification of it and present it to the public of those 
days as if it were an object of the past. That was an idea 
that was present in all these classes on the culture of 
Middle America, since we were consuming with admi-
ration things that belonged to their daily life, which 
practically had no value, as if they were a great wonder. 
I remember that I almost couldn’t sleep that night, be-
cause when I went to bed, since I had already started a 
mechanism of materializing ideas, I began to consume 
my own reality as if I were a visitor from the past, and to 
see all the things that could become part of an alleged 
museum, from a jug to the shoe, the form of dressing, 
the form of decorating the houses, in fact everything: 
the form of communication, the press; it was possible 
to take everything to a museum and make the specta-
tor face his own culture, breaking the barrier between 
present, past and future.
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An advanced version of the artist, who was not an artist 
and who used art as a kind of tool to establish a kind of 
catharsis the way it worked in Greek theater when cer-
tain problems of the social environment were revealed 
to you, making them evident and speaking about them. 
This was the preamble of the exhibition presented at 
the Provincial Center of Plastic Arts and Design in Ha-
vana. It had the structure of a museum: you went in 
and consumed things placed on shelves, for example 
the first Detector de ideología (Ideology Detector).

This exhibition was sustained by a kind of mentality 
that perhaps emerges and flourishes at times of ex-
treme convulse realities and the artist asks himself: 
what am I doing right now and to what extent are 
my tools the most adequate ones? I have a scalpel: is 
it good for operating a human being or a car motor? 
How should I use it? I have to drop the scalpel and grab 
a wrench. It’s the type of problem that, when you get 
in contact with others you begin to think as a group; 
then comes that type of thought. Whom do you an-
swer to, what group do you answer to? That’s where 
the problem of ideology comes in.

Public: When you were speaking bout ideological 
aesthetics and intellect, how do you mix those three 
fields? For instance, when you visualize many works, 
somehow you can relate them to the baroque, be-
cause one can also attempt to read your work from 
syncretism. Could you explain a little about that?

Ls: At that moment I was constructing the pieces 
from the inside to the outside or from the outside to 
the inside. What do I mean by that? From the inside 
to the outside means that sometimes they began 
with a kind of idea or problem and I didn’t know what 
form they would have. For example, Detector de ideol-
ogies began with a problem. I was walking down the 
street and I was fed up with the problem of ideologi-
cal diversion, so I said to myself: damn it, it would be 
good to invent a device to do away with it! And there 
it is, there is the device. Let me look for it in real life, 
the voltmeter, and that’s how I built the work. In the 
case of the Altar, I paid a visit to Santiago de Cuba, 
where there’s a church in the outskirts with the saint 
who is the patroness of Cuba, the Charity of Cobre. 
She’s the one there, rowing. The traditional iconog-
raphy represents her in heaven with three fishermen 
rowing.

In the installation to Saint Joseph Beuys we could find 
a large number of petitions. For example, at that mo-
ment I included somebody’s votive offering that read: 
“Please, make them publish a plastic arts magazine”. 
And we already have a plastic arts magazine in Cuba, 
called ArteCubano. In those days we didn’t have one, 
year 1989. My vow read “automobile”, but I still don’t 
have one.

Me: You mean the saint fulfills the petitions, but not 
too many?



Ls: Perhaps she’s wise and does it in that way so that I 
don’t spend too much fuel, and it’s more ecological to 
ride a bike.

Public: Lázaro, two questions following Magaly’s 
words on how she introduced the exhibition Una Mi-
rada retrospectiva and regarding the talks we had last 
week about video art in Cuba. How do you regard 
the introduction of the anthropological language in 
your work, or perhaps the methods of anthropology 
in your work in general? I understand when Magaly 
says, for example, that in that exhibition the objects, 
as you say, were deprived of their content and a new 
content was introduced through the taxonomic lan-
guage of museums, for example. There I understand 
it perfectly well. I also understand it when you speak 
of symbiosis or meetings between one form of pop-
ular religiosity and a form of official religiosity that 
seems to be present here. How is your work related 
to anthropology? In addition to the incorporation of 
elements of daily life. Where do you stand in that de-
bate?

Ls: I think I won’t be able to answer you that question 
because perhaps one of my knowledge gaps, which 
someday I may have to fill in during my lifetime, is to 
have a deeper approach to anthropology. In my time 
there was an exacerbation, an interest for it. That is, I 
had friends who read, I don’t know, all of Levi Strauss’ 
works, perhaps consulted all the ethnographers from 

the School of Santa Fe and everything that moved, or 
everything that was understood as anthropology at 
the time. But now, during a stay in Ecuador and also 
listening before I returned to all this about visual an-
thropology... made me question myself about many 
things. It would be interesting to really know what 
that is, but I truly have no deep knowledge of anthro-

pology nor have I reviewed thoroughly what anthro-
pology has been. Perhaps I may be an anthropologist 
from an empirical point of view, but in theory I have 
neither the elements nor the concepts to handle the 
terminology. I’m sorry, but I’m not that far.

Public: It was fascinating to see the works by the art-
ists who formed a generation following yours, Luis or 
Miguel or Javier Castro...

Ls: Javier is an empirical anthropologist.

Public: Exactly. There are continuities with what 
you are stating now. That is, there is a very detailed 
glance, a very dense one about the daily space, the 
neighborhood, social relations, the interaction be-
tween the community and the artist’s character. 
Everything is very clear, and Magaly has mentioned 
that link sometimes with a certain kind of ethno-
graphic glance, and she is legitimately informed on 
the type of education you artists had at the historical 
moment when the debate on anthropology was go-
ing on, when Magaly says that Luis or Miguel, Javier 
Castro or Lázaro himself were strongly influenced by 
a kind of glance and language of ethnographic trend 
and if they dialogued formally or not with it, since it 
became part of the problem. I was eager to know if 
in the existing debate on the visual arts in Cuba there 
is a little more detailed space of reflection on what 
happened or on how the language of anthropology 
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somehow has had communicating channels with 
what the artists are doing.

Ls: Those discussions took place more frequently 
among us in the 1980’s. Perhaps artists discuss among 
themselves, but beyond that no one else is interested. 
More than with the language of anthropology we are 
concerned with the language. Already in the 1980’s I 
was greatly concerned with emphasizing on art as a 
language. The language has two main functions: a 
communicative one and a cognitive one, which ac-
knowledges receipt of the referential. When you ex-
acerbate the referential aspect and communication, 
the former leads you to point out something, and if 
that is your interest the problem is not only to point it 
out but how to communicate it. Therefore, you have 
to find the quickest way to communicate that, not 
complicate it (something that happens at times). In 
art you think that a complicated content goes togeth-
er with a complicated transmission of that content. 
In those days, and even today partially, that interest-
ed me; I want the work to be decoded as quickly as 
possible, but I also want it remain in our minds. The 
complicated aspect does not lie in the process of com-
munication, which has to be simple. Now, the idea or 
whatever it is that you are referring to, what you are 
constructing – that is the complicated side. Interest-
ing would be to see how that is reflected in an anthro-
pological language, and how it is reflected in an artis-
tic or whatever other type of language.

Me: With regard to that, I think it is a very interest-
ing process, taking into consideration that in Cuba 
the ethnological tradition comes from a figure like 
Fernando Ortiz, one of the great Latin American an-
thropologists. In spite of the fact that his works have 
been published and valuated, anthropology has not 
been a strong specialty. To counterbalance it, real-
ity itself has made artists operate as self-ethnogra-
phers, as ethnographers, In the same measure that 
it is created from the family and social life references, 
the artist’s work acts like a memory; it is a legacy. 
This is something that occurred naturally in Cuban 
art; it did not come from science but was related 
with the concern that artists felt when analyzing the 
social process. It was a very rich process due to how 
very fertile the field of education, the field of culture, 
of vindication of Latin American and human had 
become. But at the same time, the passing of time 
has shown the complexities and weak points it also 
conveys. The artists were interested in reflecting the 
circumstances they were living in, and I think that is 
one of the most valuable things that could happen to 
them as generation.

Ls: The thing is that they were related with something 
that has always happened in art. The artist some-
times reaches a certain sphere of knowledge, not be-
cause he’s interested in it but because in the context 
in which he is working there are other specialists who 
reach those spheres. The creator takes advantage of 

that and afterwards returns it to the work. Just to 
mention a very classic example: Leonardo Da Vince 
perhaps was not interested in dissecting the corpse; 
he was very much concerned with representing the 
bi-dimensional space, with achieving volumes, lights, 
shadows, and there was a moment when he said: 
what is there beneath the skin? Due to his curiosity as 
a humanist, at that moment he began to dissect, he 
discovered the muscles and he worked better. Some-
thing similar happened in the 1980’s. I never reached 
Raymond Williams because I was interested in soci-
ology. Due to the material I was working with at the 
time I found out that there was something called so-
ciology (with had nothing to do with the sociology 
that was allegedly taught in Cuba and which had dis-
appeared with its school) or what was said about an-
thropology. Flavio himself used to tell us: everyone is 
speaking about Levi Strauss and no one knows who 
the hell Samuel Feijóo ist, one of the most important 
anthropologists who dedicated his work to explore 
and rescue all Cuban peasant traditions.

Before ending I would like to refer to the theme of 
installation, so highly present in my work. It has a 
double nature. There are elements that are extreme-
ly controlled and there are anarchic structures in the 
own nature of the installation that, in some cases 
were disgusting to me because I wanted total control 
of all the elements; because I criticized that in my edu-
cation. There could be nothing absolutely gratuitous 



in a work; the work is a system of signs where every-
thing has to be like in a theater play. If a gun appears in 
the first scene, that gun must be justified at the end. 
Then in the work everything had to be like that. Later 
I put up the installations and I said: this is chaos; this 
has nothing to do with that. But then I took advan-
tage of that and, through certain characters, some 
sort of heteronyms, I referred to all those conflicts in 
the work. I built a work and if something went wrong 
I criticized it. For example, the first Karl Marx I made 
was very small, half of the work was divided; it had a 
text imitating the political propaganda of the period 
that read: “People, can’t you see? He was all flesh and 
blood”. When I finished the work I said: why on earth 
did I put that text in? There’s no need of a text. If I leave 
out the text the image says everything.

Me: We should end our meeting although I seem to 
feel that we would all like to continue listening to 
Lázaro on his experiences as a creator... Anyway, this 
is positive, because this space of reflection promoted 
by Monica remains open to new meetings as part of 
the exhibitions.  

Transcription: Orlando Vítores
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After a careful and monumental resto-
ration and reform of the building dating 
from 1866 in Botafogo, Rio de Janeiro, 
Casa Daros, an institution of Daros Lati-
namerica will be inaugurated on March 
23, 2013.

Daros Latinamerica –one of the big-
gest collections of contemporary Latin 
American art, created in 2000 with 
venue in Zurich, Switzerland– treasures 
over 1,100 works by 116 artists born or 
working in countries of Latin America.

Casa Daros will present to the public 
an exhibition schedule accompanied 
by workshops, courses, seminars and 
an audiovisual programming, among 
other activities that combine art, edu-
cation and communication; and it will 
have a library, an auditorium with ca-
pacity for 100 persons, a restaurant, a 
cafeteria and a shop.

Cantos Cuentos Colombianos (Colombian 
Songs Stories), the inaugural exhibi-
tion, will include a selection of works by 
ten artists from Colombia: Doris Salce-

Casa Daros. Rua General Severiano 
159, Botafogo

Telephone: 55-21 2275.0246
http://www.daros-latinamerica.net

More information at:  
CW&A Comunicação

Telephones: 55-21 2286.7926
3285.8687

Claudia Noronha
claudia@cwea.com.br 

Marcos Noronha
marcos@cwea.com.br 

Beatriz Caillaux
beatriz@cwea.com.br

do, Fernando Arias, José Alejandro Re-
strepo, Juan Manuel Echavarría, María 
Fernanda Cardoso, Miguel Ángel Rojas, 
Nadín Ospina, Oscar Muñoz, Oswaldo 
Maciá and Rosemberg Sandoval.

With more than 11,000 m2 of built area, 
located in a plot of land that comprises 
a garden of royal palms and inner court-
yard transformed into a large square, 
the building belonged to the Holy House 
of Mercy before being bought by Daros 
Latinamerica in 2006. The restoration 
works and adaptation of the building 
to the new use began in mid 2007. The 
architectonic project was developed 
initially by Paulo Mendes da Rocha, and 
since 2008 by Ernani Freire Arquitetos 
Associados.

The renewal of this neo-classic building 
– originally projected by Francisco Joa-
quim Bethencourt da Silva (1831-1912) 
– was a complex one. Windows, doors, 
floors, walls and roofs were restored 
to ensure adequate conditions for the 
new use and in order to maintain the 
principle of reversibility, essential in 

constructions protected by the cultural 
patrimony.

Declared patrimony of the city of Río de 
Janeiro in 1987, the Casa Daros building 
received during its reconstruction, the 
support of diverse municipal organs, 
particularly from the vice ministries of 
Cultural Patrimony, Urban Interven-
tion, Architecture and Design, and from 
the Ministry of Urban Development.

The history of the building goes back 
to 1819, when the huge estate in Bota-
fogo was donated to the Holy House of 
Mercy. In the 19th century the building 
housed the Recogimiento de Santa Te-
resa, an orphanage for girls, and in the 
20th century, the Saint Theresa School, 
shared during its last two decades with 
the Anglo-American School.

Art director and curator of the Daros 
Latinamerica collection is Hans-Mi-
chael Herzog; Isabella Rosado Nunes 
is general director and Eugenio Valdés 
Figueroa is the director of art and edu-
cation.



PROJECTS
PROGRAMS
oF casa daros

(2007-2011)

Celebrated in October 2007, the Symposium Casa 
Daros brought together 20 artists, curators, crit-
ics, magazine editors and other professionals of the 
Latin American art circles. Hans Michael Herzog and 
Eugenio Valdés Figueroa submitted to discussion the 
principal conceptual bases and programmatic pro-
posals of Casa Daros, and left space to listen to points 
of view, demands or specific local and regional needs.

Throughout four sessions, the following topics were 
discussed, among others: 

–Changes in Latin America and global changes in the 
economic, political, ideological and cultural fields. 
Consequences of that new situation for contempo-
rary art and for the institutional art circuits.

–What does working with art mean today? The re-
sponsibility of artists and professionals of art in 
current times. The ethics issue. Impact of this new 
outlook for the very notion of art as well as for in-
stitutional models emerged in recent years. Feasible 
strategies proposed for cultural and social work.

–Are other forms of understanding and producing art 
possible and necessary? Other ways of exhibiting it? 
Other opinions as to circulation of the works and 
distribution of the information on art?

▸ SyMPOSiuM CASA DAROS, 
2007 

Participants of the symposium: Ticio Escobar, Luis 
Camnitzer, Celia Birbragher, Tonel, Rosangela Rennó, 
Betsabé Romero, Antonio Dias, Moacir dos Anjos, 
Luis Camillo Osorio, Fernando Cochiaralle, Patricia 
Canetti, Ricardo Basbaum, Humberto Vélez, Ballardo 
Blandino, Orlando Brito, Iole de Freitas, Katia Maciel, 
among others. 

Casa Daros, Brasil



–Status of the art critic and cultural journalism, main-
ly in Brazil and the rest of Latin America.

–Relation between art and pedagogy confronted 
with archaic institutional models already outdated. 
Alternative projects.

The debate contributed important information and 
opinions on the Latin American outlook –both locally 
and regionally–; particular demands from the Brazil-
ian context and proposals to be analyzed in the subse-
quent programming of Casa Daros.

▸ FEELinG ThE PuLSE OF 
CEnTRAL AMERiCA,  

2009

Some of the themes discussed during the Symposium 
Casa Daros found continuity at the meeting entitled 
Tomando el pulso de Centroamérica (Feeling the Pulse of 
Central America) during the first week of July 2009 in 
Rio de Janeiro. Conducted and moderated by Hans-
Michael Herzog and Eugenio Valdés Figueroa, this 
dialogue received the contributions of Patricia Belli 
(Nicaragua), Bayardo Blandino (Honduras), Alma 
Ruiz (Guatemala / Los Angeles, USA), Humberto Vé-
lez (Panama) and Virginia Pérez-Rattón (o ¿Ratton?) 
(Costa Rica). The result was a profound diagnosis on 

the situation of art and cultural promotion in the sub-
continent, characterized by a convulsed political his-
tory, the precariousness of its institutions and the in-
stability or lack of continuity in the projects. The need 

to deprive ideas and actions of their provincialism, 
and of articulating initiatives and efforts that today 
are isolated and dispersed, as well as to learn about 
the significant role played by the national and region-
al biennials as communication channel in the area 
were some of the themes at that brainstorm, which 
produced a balance of the Central American art scene 
in the last decade.

▸ yOunG ARTiSTS’ TRAininG 
PROGRAMS, 

2007-2008

The first edition of the Young Artists’ Training Pro-
grams, conceived by Eugenio Valdés Figueroa, took 
place in 2007 and 2008. In addition to attending 
lectures by critics, curators, pedagogues and other 
professionals of art, the 24 young persons selected 
participated during one semester in debates and 
workshops proposed by Brazilian and Latin American 
artists from different latitudes, disciplines and gen-
erations: Ernesto Neto, Luis Camnitzer, Rosangela 
Rennó, Cildo Meireles, Vik Muniz, Tonel (Antonio 
Eligio Fernández), Humberto Vélez, Los Carpinteros, 
Betsabé Romero, among many others. With a theme 
of reflection on the experience of Latin American art-
ists today, the workshops also debated essential as-
pects related with criteria on the production, logistics  
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and circulation of the art work and their relation 
with diverse contexts and publics.

Paying particular attention to the points of intersec-
tion between art and the pedagogic practices, the 
first semester defined the program as Training of Art-
ists-Educators, and proposed a reformulation of that 
concept and activity.

The second semester had the guidance of Bia Jabor, 
Marcio Botner and Katia Maciel in the selected proj-
ects presented by the participants. Thus, the first 
edition of the Creative Residences for Young Artists 
offered by Casa Daros was born. Said projects will be 
exhibited as part of the future art and education pro-
gramming of Casa Daros and will be articulated to the 
discussions of the following edition of the Young Art-
ists’ Training Programs.

▸ PinhOLE CASinhA DAROS PROJECT, 
2007-2011

In collaboration with the project Imagens do Povo, 
of the Favelas Observatory, Casa Daros started a 
series of experimental workshops and pedagogic 
exercises for children in 2007, based on the Pin-
hole photographic technique (recycling milk cans 
and diverse containers to build handicraft camer-

as and using a large dark chamber also to be used 
as developing laboratory). Following those first 
meetings with the children from the Maré favela, 
the Pinhole workshop developed multiple and di-
versified actions from 2008 through 2011 with pri-
mary school pupils and teachers from Botafogo 
and Urca, municipal schools in the neighborhood 
of Casa Daros.

In addition to the practical workshops and exhibitions 
with pedagogic purposes, in late 2011 a multi-disci-
plinary study group formed by artists, photographers, 
teachers, a sociologist and a philosopher met at Casa 
Daros and at Favelas Observatory to reflect on the ef-
fectiveness of certain pedagogic principles based on 
those motivations produced by creative processes, 
experimentation and playful situations.

The compiled documentation, texts and materials 
will be part of a publication destined to educators.

▸ FiRST inTERnATiOnAL MEETinG 
On EDuCATiOn, ART AnD 
FunCTiOnAL iLLiTERACy, 

2008 

According to statistics disseminated by the Brazil-
ian Institute of Geography and Statistics (IBGE by its 

Spanish acronym), in 2007 functional illiterates were 
21.6% of the Brazilian population. Functional illiterates 
are those individuals incapable of detecting explicit 
meanings in one single phrase, and whose limitations 
in reading and writing inder their full development 
and incorporation to social life. Functional illiteracy 
reaches alarming figures in Latin America and extends 
almost like an epidemic. In the face of such a reality 
and acknowledging education as one of the concep-
tual pillars of Casa Daros, an international meeting on 
Art and Functional Illiteracy was held in Rio de Janeiro 
in 2008, co-cured by Eugenio Valdés Figueroa and art-
ist Luis Camnitzer.

Artists, pedagogues, anthropologists, linguists, 
NGO coordinators, primary school directors and 
teachers and promoters of public policies were in-
vited to share experiences and educational propos-
als through art practices. The principles applied by 
Reggio Emilia Approach (idealized in Italy by Loris 
Malaguzzi, Escola da Ponte (with a program con-
ceived and conducted in Portugal by José Pacheco), 
Arts Literacy (founded and implemented by Kurt 
Wooton in USA and Mexico) and Louis Camnitzer’s 
inciting conference or the pedagogic proposal of 
Brazilian Tião Rocha were some of the most signifi-
cant contributions to this meeting. Artists Lázaro 
Saavedra, Tania Bruguera, Oscar Muñoz and Hum-



berto Vélez, among others, also contributed consid-
erations on these themes. 

Following the open presentations to the public, 
there were intense private work sessions in which 
the participants exchanged opinions on education 
understood as creative tool, research and critical  
reflection. In addition to becoming part of the doc-
ument and research collections of Casa Daros, the 
materials collected at those meetings are an essen-
tial source and reference for the development of our 
future programs. The intention is not only to put into 
practice continuous educational projects through 
art, but in the first place to share those pedagogic 
experiences and principles in a program oriented to 
primary and secondary schools. We know this can-
not be an isolated initiative. We intend to integrate 
to the efforts of projects, programs, public institu-
tions and private initiatives debating this issue and 
contributing to improve the teaching quality.

▸ WORKShOP ViK Muniz nOSSA 
SEnhORA DAS GRAçAS, 

2008

A leit motiv in Vik Muniz’s entire work is the experi-
mentation with different materials in metamorpho-
sis and with the voluble frontier between reality and 

representation. The artist was invited to accompany 
the transformation process of the large 19th century 
mansion that will be the venue of Daros Latinamerica 
in Rio de Janeiro. At Muñíz’s request, for almost two 
years the Casa Daros team separated waste products, 
furniture, objects, debris from the building’s restora-
tion and renovation process. The artist chose the im-
age of the virgin Nossa Senhora das Graças crowning 
the pediment of the house’s main façade to create a 
work with all the collected materials. The debris were 
taken to Muniz’s atelier in 2008, and with participa-
tion of all Casa Daros staff members the image of the 
Saint was reconstructed with fragments of buildings 
discarded by demolishing and reforms.

The workshop and resulting work are part of his se-
ries Pictures of Junk. Vik Muniz also collaborated with 
the Casa Daros Young Artists’ Training Program con-
ducting a workshop at the Jardim Gramacho rubbish 
dump, where fragments of old computers were recy-
cled to form a world map: WWW (World Map). Both 
the large format photo Nossa Senhora das Graças 
and the triptych WWW (World Map), which were con-
ceived in those workshops, became part of the Daros 
Latinamerica collection.

▸ MERiDiAnOS (MERiDiAnS), 
2011

Meridianos was a series of meetings celebrated by Casa 
Daros in collaboration with the Museum of Modern 
Art of Rio de Janeiro, Oi Futuro and the Banco do Bra-
sil Cultural Center / RJ.

In May 2011, with the title Meridianos, Casa Daros 
started in Rio a program of meetings among different 
generations of artists of Latin American origin from 
dissimilar latitudes and socio-cultural contexts. Al-
though the notions of time and space were to be the 
center of these dialogues, the program succeeded in 
distancing itself sufficiently from the geographical 
aspect to identify a personal and unique dimension 
of the “meridians” of each artist. Five Latin American 
artists dialogued with five Brazilian artists during 
that pre-inaugural program: Carlos Cruz-Diez and 
Waltercio Caldas, Teresa Serrano and Lenora de Bar-
ros, Gonzalo Diaz and José Damasceno, Teresa Serra-
no and Lenora de Barros, and lastly, Julio Le Parc and 
Iole de Freitas. The artists revisited the past, contrib-
uting new optics from their most current routes and 
concerns.

The title Meridianos had been taken from a chat by 
maestro Carlos Cruz-Diez during a round table in 
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La educación es el lugar del encuentro. Es así que 
Casa Daros entiende cualquier proceso pedagógico. 
El artista y su obra son el punto de partida de toda la 
programación que trae la nueva sede de Daros Latina-
merica en Río de Janeiro: una plataforma de reflexión, 
experimentación y diálogo, cuyos pilares conceptu-
ales son el Arte, la Educación y la Comunicación. 

Arte y educación comparten una misma naturaleza; 
ambos son entendidos como campos de conocimien-
to donde se articulan procesos creativos y procesos de 
aprendizaje. Sus afinidades residen en la singularidad, 
la duda, la indagación, la posibilidad, la contradicción, 
la interacción, la hipótesis; ellas devienen motivacio-
nes propulsoras de un permanente work in progress. 

El importante pedagogo brasileño Paulo Freire asegu-
raba que “enseñar exige saber escuchar”. Desde 2007 
una serie de proyectos y acciones han ido propiciando 

2008, on the occasion of the exhibition Face to Face at 
the Daros Museum in Zurich (Switzerland). Cruz-Diez 
explained his decision, in the decade of 1960, to leave 
his city (Caracas) in order to live and work in Paris, 
since “one of the meridians of art and experimenta-
tion” passed through that city.

For the opening of the program Meridianos in Rio, 
Cruz-Diez produced an 87m-long ephemeral mural 
entitled “Chromatic Induction at Double Frequency”, 
which remained installed on the lateral façade of 
Casa Daros until November 2011. The program end-
ed with another site specific installation, likewise 
of ephemeral nature, that slid down the main stair-
case of Casa Daros, still in the midst of constructive 
works. It was a sculpture by Brazilian Iole de Freitas 
with the disturbing title: “What good are the walls of 
a museum?”

With the Meridianos program, Casa Daros fulfilled one 
of its main purposes: to grant voice to the artist and 
study his work as a whole. All debates and interviews 
with the guest artist were recorded and shall be com-
piled in a DVD and a printed publication that will be 
distributed to libraries for consultation by research-
ers, professors and art students.

casa daros
ARTE ES 

EDuCACión

WORKShOP On KinETiC KiTES 
“COLOR in SPACE!” A PROPOSAL 

by CARLOS CRuz-DiEz

The art and education team at Casa Daros, in collabo-
ration with the Experimental Group for Art Education 
at MAM-Rio promoted a meeting of the public with 
artist Carlos Cruz-Diez, to become better acquainted 
with his “Didactics and Color Didactics”, the core of 
his research on the chromatic experience. Inspired 
by an intervention in urban space made in Caracas in 
1995, the Color in Space action took place as part of 
the educational activities of the Meridianos Program in 
May 2011, in the Burle Marx gardens of the Museum of 
Modern Art (MAM-Rio). With the participation of chil-
dren and adults, this playful event was a true art lab-
oratory outdoors. Light, color, space and movement 
served as raw material and poetics of a workshop for 
the making of kites with kinetic designs conceived by 
Cruz-Diez himself.
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los espacios de escucha indispensables para construir 
la futura programación de Casa Daros. Workshops; 
residencias de investigación y creación para artistas; 
simposios y encuentros entre creadores de diversas 
latitudes y generaciones; intercambio de experiencias 
multidisciplinarias con ONG y escuelas públicas; y un 
programa de formación y de residencia para jóvenes 
artistas, vienen siendo algunos de los programas ini-
ciados durante estos años, los cuales tendrán con-
tinuidad después que Casa Daros abra sus puertas al 
público. 

En ese período pre-inaugural también tuvo lugar en 
Río un seminario internacional de educación que, con 
el título “Arte y Analfabetismo Funcional”, reunió a ar-
tistas, pedagogos, antropólogos, lingüistas de Améri-
ca Latina, Europa y Estados Unidos, así como a mae-
stros de escuela y funcionarios de las políticas públicas 
en Brasil. Se colocó el dedo en la herida al debatir so-
bre las alarmantes cifras que alcanza la población de 
analfabetos funcionales en Brasil y demás países de 
América Latina, y se presentaron prácticas experi-
mentales de educación a través del arte, para pensar 
cómo estas experiencias pueden efectivamente influir 
en la educación escolar. 

Como parte de los preparativos para la apertura de 
Casa Daros, ha ido constituyéndose un acervo bibli-

ográfico que estará disponible al público, el cual in-
tegra un naciente centro de información y documen-
tación sobre arte contemporáneo latinoamericano. 
Dicho acervo coloca particular énfasis en el punto 
de vista del artista y estará destinado fundamental-
mente a investigadores, profesores y estudiantes de 
arte, y servirá de apoyo a los programas de educación 
y comunicación de Casa Daros. 

Todos ellos son programas orientados a consolidar la 
propuesta de que la colección Daros Latinamerica es 
una inversión en el universo de las ideas, mucho me-
nos perecedero que el universo objetual. Es, en ese 
sentido, que Casa Daros asume como principio funda-
mental “saber escuchar”.  
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The Fontaine Obscure association/gallery 
in the city of Aix-en-Provence has been 
promoting for more than thirty years all 
forms of photographic expressions by am-
ateur and professional creators. In 2000 
they included the first meetings between 
foreign and French photographers in their 
program.

With Phot’Aix, the association opens a 
new space for the exchange of glances be-
tween artists through the confrontation 
of their works and photographic registries 
that reinforce the narrative principle of art 
and the dialogic and festive nature of the 
event.

Cuba, invited to the recently concluded 
2012, ensured a sensible cultural exchange 
beyond all possible differences, availing 
itself of the photographic creation as uni-
versal language.

The Fontaine Obscure photographers 
chose, through summons, the Cuban and 
French artists who were to participate. 
The members of the selection committee, 
representing diverse sensibilities, directed 
their work toward the search of a contem-
porary photography, and were pleasantly 
surprised when they obtained a result that 
was quite far from preconceived European 
stereotypes about Cuban photography.

The works, coupled according to diverse 
criteria, sometimes thematic, others aes-
thetic, express close or very opposed mes-
sages, but establish a questioning dia-
logue that, beyond the approach, always 
finds a meeting point with regard to the 
change; in the forms, with Nathalie Hu-
bert and Adrián Milanés; in the plastic in-
spiration, with Andrea Graziosi and Aimée 
García; with regard to the contradiction, 
Jorge Otero and Alice Lemarin, or about 
society, René Peña and Virginie Plauchut. 

CUBA AT

2012
PhOTO AiX I n g a l l e r y
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Henri Maldiney’s aesthetic experience, obtained from his stud-
ies of Philosophy and enhanced with the intellectual practice in 
the chair of General Philosophy, Phenomenological and Aesthetic 
Anthropology at the University of Lyon, find a place in his book 
Ouvrir le rien, L’art nu (Opening the Void, Naked Art). Without leav-
ing aside his main interest of questioning human existence as an 
opening to the human being, the French philosopher presents 
in this group of essays an elaborated phenomenology dedicated 
to art and its own poetics, dialoguing with important theorists 
whom he constantly questions and quotes in their original lan-
guage, be it German or classic Greek.

The initial approach to what the theorist calls “the originality of 
the work of art” widely inserts in Voltaire’s idea on the human 
being’s discernment capacity. Maldiney examines experts and 
snobs and questions the museum as place of real and imaginary 
investiture. He does this from two very clearly defined positions. 
The sociological one takes into consideration the historical per-
spective and the relation between a work of art and those that 
preceded it, while at the same time he admits his concern about 
bringing them together from any external point of view because 
it entails danger. To the theorist there is a kind of “inner knowl-
edge”, extremely valuable, that allows a work to be, to exist, re-
gardless of the values or counter values of a period or civilization.

The second position focuses on his notes on conceptual art. He de-
fends the opinion that a work of art is one –more than anything– 
not because it refers to a particular ideal of art, tabulated before 
and beyond it –but for its capacity to open in order to free itself 
from cultural obedience. Over and over again Maldiney combines 

Opening the Void
Laura Ruiz Montes

(Cuba) art critic

Henri Maldiney: Ouvrir le rien. L’art nu, 
Encre Marine, Paris, 2010

P U B L I C A T I O N S



his knowledge with Hegelian concepts regarding beauty, while 
he dialogues with Lukács regarding the subject-object relation-
ship in aesthetics, using his ideas about what he calls absolute 
presences. The relation between the different levels of sensation 
is often also the core of his concerns, establishing that said rela-
tion nourishes from a kind of original union of the senses.

Of impacting clairvoyance and beauty is the chapter entitled 
“Montagne” (Mountain), in which he broaches the terms to be, 
to exist and to emerge referred to the magnificence of the meet-
ing with Mount Cervino, one of the best known Alp mountains, 
whose crystal rocks and small glaciers serve the essayist as com-
plement to connect the above-mentioned terms, apparently 
opposed but in which steadiness may coincide with movement. 
To the philosopher, mountain and place are not two separate 
expressions, but together form a new emergence: space. The 
latest among the main Alps in being climbed documents what 
Maldiney defines in a work of art as “the surprise of itself ” that 
remits to a real but at the same time unforeseeable level of ex-
istence. 

In this group of essays it is not only possible to appreciate a con-
versation between the author and many philosophers and theo-
rists of art; also invaluable is the assistance of concepts left to 
posterity by poets like Rainer M. Rilke at the moment of pene-
trating Cézanne’s painting, from whom the French thinker feeds 
back to study notions related with ambiguity and plurality in 

zones where the perspective exerts a strange kingdom that cre-
ates and defines the space for perception.

Valuable to the West are the notes of the 1912-born French writer 
on the importance of voids –as assistant guides to the observing 
eye– in Chinese painting, and the relation between these and the 
calligraphy that opens to them not as to an inert abyss, but to-
ward a depth that survives “behind” the signs. The void in Chinese 
painting, as basis of its landscape painting, finds comparison in 
these lines with the void in western painting. The word “picture” 
that many times defines a painting deprived of the traditional 
support but welcomed by silk or paper, movable, transportable, 
that plies or rolls up, is compared to the late emergence of the 
recreation of landscapes in the West, where the human figure 
prevailed for a long time.

In his study of Dutch painting, he takes from Claudel the expres-
sion “l’oeil écoute” (the ear listens) and Baudelaire’s precepts on 
modernity to approach abstraction as something difficult to 
achieve by common experience and which continues to be a tri-
umph of the art premises. Significant and truly enjoyable mo-
ments occur when, to promote his own ideas, Maldiney mixes 
with concepts and works by Kandinsky, Klee, Jawlensky and 
Feininger, the four from the group Quatre Bleus founded in 1924, 
whose irruption in abstract figures demonstrated that abstrac-
tion was neither a system nor a method but a form of existence, 
a way to open up to reality.

P



The relation of Malevich, Dalaunay and Mondrian to abstract art 
is brought to these pages to offer his certainty that “art has been 
abstract since the origins” and that “the truly modern artist with 
full consciousness chooses abstraction”. On the other hand, the 
conviction that the forms influence the world is exposed in a far 
from negligible revisit to Bazaine and the School of Paris. Anaxi-
mander, Heidegger and the study of paradigmatic churches are 
put together to elaborate theories regarding the articulation of 
free space and closing in architecture, while Pierr Tal Coat’s work 
serves as pretext for the references to void and light.

The appearance of Mount Cervino in the midst of the void opened 
the aesthetics that Maldiney closes by studying Delaunay’s color 
experiments and Tal Coat’s untiring wish to capture the light in 
the 1950’s, during the period of the second lyrical abstraction. The 
fleeting evidence of the lumière and the possibility to assist to the 
discovery of the Cervino, deprived of all historical and topograph-
ic reference, construct a phenomenology of the impossible. Henri 
Maldiney, however, offers ways of access, another form of under-
standing, a philosophical and aesthetic experience that enables 
the reader to penetrate a wisdom than then becomes transpar-
ent and ouverte.

P
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In her most recent book, Cuban researcher and critic Llilian 
Llanes does not restrict herself to the definitions implied in 
the title (Memorias. Bienales de La Habana. 1984-1999 / Memories. 
Havana Biennials. 1984-1999) but, following those guidelines, 
recalls a fragment of the country’s life at city scale, a magnifi-
cently discordant period if we consider the equation interna-
tional project/Cuba’s domestic economic situation in those years. 
And, as initial conclusion, she confirms the relevance and 
value of the work of “Wifredo Lam” Contemporary Art Center.

In addition to her leading role in the first six biennials, the au-
thoress has a good reason to undertake this task: to prevent the 
silence, oblivion, simplification or distortion that the passing of 
time might produce (as many times happens, in detriment of the 
work of future researchers). Therefore, being one of the parties 
involved, she has deemed it convenient to prevent the enormous 
cleaning of possible late recapitulations.

Llilian Llanes: Memorias. Bienales de La Habana. 1984-1999, ArteCubano Edicio-
nes, Consejo Nacional de las Artes Plásticas, La Habana, 2012.

First Six Havana 
Biennials: First-hand 

Notes 
Charo Guerra

(Cuba)
Writer and editor

Most outstanding, in my opinion, is that, being a master file of 
information, policies, strategies  –endowed with numerous at-
tachments and a very useful post-biennial discrimination, with 
punctual clarifications for readers facing the practical program-
catalogue-achievement relation of each event–, her version is 
tinged with anecdotes and recounts of events and public or pri-
vate conversations where the fate of a developing event was de-
cided since the biennial’s foundational launching in 1984, with its 
chaotic advertising dispersion convenient before the world, in a 
country struggling to emerge from isolation in the most dignified 
way but supporting the burden of schematization, ignorance, 
improvisation and human prejudice of multiple kinds.

Told “the Cuban way”, Llilian Llanes inserts notes-means to mo-
tivate the reading, like for example, what trick to use in the 



dialogue with an officer who had taken part in the investiga-
tion of the robbery of one of Lam’s works and who later, with 
higher ranks and under new circumstances, became practically 
unapproachable when his presence was urgently needed; how 
to answer before the press to a manipulating campaign about 
censorship; how to disarticulate the vanity of a charlatan who 
was attempting a fraud; answering with dignity (without yield-
ing) to certain manipulations exerted from different levels of 
the internal and external power; to convince and sensitize, us-
ing professional and civil arguments, a person whose point of 
view was to transcend, in the end, only within the family circle 
(something that might be considered insignificant according to 
the most extended reasoning that advises disregarding minori-
ties); assume the risks conveyed by authority and, above all, not 
dismay in the purpose of turning Havana into the most impor-
tant art center of the so-called Third World.

The essence of the book is a tremendous informational repertoire 
of the exhibited productions (accompanied by critical valuations 
and analyses of social contexts), presenting several outlooks of 
art (both Cuban and from different geographical areas repre-
sented in the events), details related to the creation and gradual 
development of Wifredo Lam Contemporary Art Center, and the 
projections that –overcoming the great hindrance of disinforma-
tion– began to be materialized by members of the founding team 
with the research and documentation of the contemporary art 
of Asia, Africa and the Americas. Here we also find data and com-
mentaries on workshops, conferences, theoretical meetings –in 
short, of the evolution of an event in search of its own model that 
has been strengthening its well-equipped original structure.

P I underline that, beyond the logical, sequential distribution, it is 
not a rigid recount but completely the opposite: it has been bal-
anced with sufficient humor1 to plunge fully into its pages once 
having begun the reading, discarding the vice of “going to the 
point” to find the parts required for a study of the subject.

I see the book as an extensive interview with the authoress, by 
chapters; a course dictated in meetings, and essentially, a road 
encouraged by her, for the continuity of the Biennials in the midst 
of the crisis today being faced by the world.

To store for the memory is an exercise that requires genius in addi-
tion to the capacity to recall scenes, reproduce and describe situ-
ations convincingly. In some parts it is possible to find revelations 
that many times adopt an intimate, confessional nature. Avoid-
ing normal procedures, novel within the research discourse, the 
authoress succeeds in turning these memories into the history 
of a project she allowed entering her life as intensely as someone 
beloved. All that speaks in favor of the book beyond its evident 
didactic purpose and the must be that animated the authoress to 
generously share or legate her first-hand knowledge with/to the 
potential Cuban or foreign readers (continuators and/or scholars 
of the Havana Biennial and of contemporary international art, 
curators, promoters, journalists, critics), who can already gain 
access to this unique historical reconstruction thanks to the seal 
of ArteCubano Ediciones.

1 Even “intellectual” jokes that develop with good ingredients in the 
art circles, of which the authoress inserts some examples resulting 
from intense moments.
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A Caribbean

nadIa 
huggIns

throbbing in the shadows

Marsha Pearce
 (Trinidad y Tobago) 

Cultural Studies scholar 
and art critic

ThE PhOTOGRAPhy 
oF

A light of stereotype has long illuminated imag-
inings of the Caribbean. It is a light that has made 
perceptible, the form and body of a partial truth 
about a space and its people. This light consti-
tutes a narrow range of visible wavelengths. 
It emits its rays but it scarcely enlightens us or 
opens our eyes to the complexities and multi-
dimensionality of what might be called “Carib-
bean”. Such insights are not to be found in the 
light. Instead, enlightenment or an awareness 
of the breadth and depth of a Caribbean comes 
from the shadows. According to Jung, “one does 
not become enlightened by imagining figures 
of light, but by making the darkness conscious.” 
It is this psychology of imagining in the dark 

that the photographer from St. Vincent and the 
Grenadines, Nadia Huggins, seems to deploy in 
her image making practice. Her work invokes 
that which lies outside the light of popular con-
sciousness. Each piece is an effort to present a 
Caribbean existence, a being with a heart that 
throbs powerfully in unlit experiential spaces.



Nadia HuggiNs  is a photographer from St. Vincent and the Grenadines who has been specializing in documentary 
and conceptual photography for over nine years. She has operated in the television industry for ten years with an 
extensive background in camera operations, editing and general production. She has been featured in several online 
and print publications internationally, including our eyes, words without borders and edge 2 edge. Her work has been 
exhibited regionally and internationally, including Wrestling with the Image: Caribbean Intervention held in Washington 
DC. She is also the Co-founder and Creative Director of ARC Magazine, a Caribbean Art and Culture publication.

Kingston / 2012 / Digital Photograph / 4”x 6”

In another sense, Huggins summons a Jungian 
notion of the shadow by engaging and confront-
ing a suppressed psyche. The shadow is that part 
of ourselves, which we deny including feelings of 
anguish, anxiety, terror, uncertainty and desola-
tion. Huggins attends to this idea of the shadow 
in her creative work, with specific reference to the 
Caribbean. In her artist statement she shares: “my 
work encompasses and explores the many recess-
es of life’s darkest experiences. I feel that there are 
sociological structures within the Caribbean that 
are receptors of a lot of uncharted emotions. This 
I think is a culminated result of years of suppres-
sion and repression by its people”. Huggins there-
fore refers to a Caribbean that can be found pul-
sating in spaces of personal psychic disavowal.

Her photograph entitled “Black Hole”, presents 
us with the top of a man’s head. His curly mass 
of hair is a gravity field or black region, which 
absorbs all of the light. It appears as a dark ap-
erture, open to expose its never-ending depth. 
This open head lays bare the possibility of see-
ing repressed states, in other words, the shad-
ow within. Through her composition, Huggins 
brings us so close to this hole that we, as view-
ers, become matter that quickly succumb to its 
attractive force and we are pulled in. By enter-
ing this subject’s head we not only ask what is 
it that he is not acknowledging but we are also 



compelled to interrogate ourselves –question-
ing our own condition of denial.

Similarly, in one of her untitled photographs, we 
see the dark back of a man. The back signifies that 
part or side that is less often seen. Yet, Huggins fo-
cuses her lens and puts “the back” directly in front 
of us. In doing so, we become obligated to con-
sider what we put behind us or to face that which 
we choose to forget or ignore. In a space like the 
Caribbean, with a traumatic past that still feeds 
into the present, checking our backs is a critical 
practice of looking in order to move forward.

In “A Final Word on Goodbyes”, a shadowy fig-
ure is perceptible at what seems to be a door or 
window. Huggins allows us to ponder lingering 
presences, that is, what remains invisible in our 
quotidian routines –sadness, unrest and confu-
sion– yet all that is palpable in the dark recesses 
of our experiences. She offers us a look at our 
unfinished business, which in this striking pho-
tograph, is an ever-unfolding drama. Goodbyes 
here are not resolved. They are not final.

Huggins does not abandon light entirely. Her 
photographs are constructed with high contrast. 
Through her practice of post processing, she de-
liberately manipulates tints and tones so that she 
juxtaposes areas of extreme dark with patches Untitled / 2005 / Digital Photograph / 8”x 10”



of intense light. The effect is a tendency toward 
chiaroscuro where light and dark –seeming polar 
opposites– are brought together to model or fash-
ion a complex, richly layered picture in which pain 
and optimism can both reside. In Passenger, a dark 
journey is interrupted by a luminous point in the 
distance; a flash of yellow light; a shining star. In 
another photograph, a gutted and deserted build-
ing appears with a scorched cross against a sky 
that resonates simultaneously and paradoxically 
with menace and reassurance. It is an image in 
which the light is not utilised in the convention of 
paradisiacal scenes of a Caribbean idyll where the 
light permeates and dominates. Instead, the light 
in Huggins’ work is to be understood as that which 
is, in many instances, repressed –�as that which is 
located in the shadow. That light is hope. “I strive 
to expose glimpses of hope beneath the darkness; 
I feel it will always be present regardless of the mel-
ancholy and loss,” says Huggins. 

The work of Nadia Huggins offers no romantic 
solutions for Caribbean people but her practice 
is an unearthing process that facilitates a nec-
essary scrutiny of self and a close examination 
of island and diasporic space. Huggins engages 
in vital archaeological work in her photographic 
explorations of the Caribbean. She declares: “I ex-
cavate the marrow of what is embedded deeply 
beneath the surface of the region and its people.” A Final Word on Goodbyes / 2005 / Digital Photograph / 8”x 10”



Black hole / 2009
Digital Photograph / 8”x 12”



ARTIST STATEMENT 

My work encompasses and explores the many recesses of life’s darkest experiences. I feel that there are 
sociological structures within the Caribbean that are receptors of a lot of uncharted emotions. This I 
think is a culminated result of years of suppression and repression by its people. My practice involves 
a constant questioning of my own nature, through photography I am able to dissect and explore the 
turmoil and ambivalence I feel.

I do not expect to find resolution through my art; it isn’t about resolve it is about that constant ques-
tioning through observation. My intention is to always capture that moment of unrest and uncertainty. 
Hence, I strive to expose glimpses of hope beneath the darkness; I feel it will always be present regardless 
of the melancholy and loss. The process of establishing an image starts when I manipulate vibrant island 
colors, light and faces to reveal and dismantle the brooding truth. Through post processing I am able to 
excavate the marrow of what is embedded deeply beneath the surface of the region and its people. 

Galería La Acacia
Diciembre 2012 | enero 2013

Kasting
19 obras. vidrio y acero.

Passenger / 2005
Digital Photograph
8”x 10”
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For the first time, the contemporary 
art of the Caribbean profited (on Sat-
urday, October 20, 2012) from a stand 
at the Paris International Fair of Con-
temporary Art (FIAC by its French acro-
nym), the largest promotional event of 
contemporary art in France and one of 
the best acknowledged in Europe. Even 
though Caribbean artists have been 
sporadically represented by galleries 
already for some decades, there was 
never a conference on Caribbean art in 
that prestigious event. The presenta-
tion of “mature” artists like Chris Ofili 
or Peter Doig (Trinidad); Janine Antoni 
(The Bahamas); Ana Mendieta or Carlos 
Garaicoa (Cuba); Nari Ward (Jamaica) 
or masters like Wifredo Lam (Cuba) and 
Basquiat (Haiti-USA) was highlighted. 
However, the scarcity of emerging Ca-
ribbean artists is remarkable compared 
with the enthusiasm aroused by Asian 
artists, for example.

Uprising Art decided to organize a 
round table to initiate the art lover pub-
lic of France in the richness and multi-
plicity of an art known by few that still 
endures the burden of stereotypes, de-
spite acknowledged initiatives like the 

in París 
FIac

ROUND TABLE IMAGEINAIR, 

SPIRIT OF THE CARIBBEAN



Thomas Troadec / Vista de la sala



exhibitions Latitudes (2002-2009) or-
ganized by Régine Cuzin, or Kreyol Fac-
tory (2009). That round table was also 
the opportunity to receive Caribbean 
artists, curators or cultural officials in 
the context of a conference where they 
could interact with the lecturers. Im-
ageinair, spirit of the Caribbean was held 
at the auditorium of the Grand Palais 
through FIAC’s program Hors les murs 
(Beyond the Walls). Some 100 persons 
attended this event that marked the 
launching of the portal uprising-art.
com.

“Uprising-art.com was born of the de-
sire to promote a new glance on the 
Caribbean. Our ambition is to show 
that the work of Caribbean artists may 
emerge to a greater extent and exceed 
multiple frontiers. Our vocation is to 
valuate the initiatives and the artistic 
and cultural actors of the Caribbean”, 
explained its founder Claire Richer.

Since 2011, Uprising Art works to con-
tribute to the acknowledgment of Ca-
ribbean artists, granting them more 
visibility and proposing a source of 
expertise to art lovers. The initiative 

is structured by an online magazine 
with reportages and interviews, a 
portal on the actors of the Caribbean 
art scene (artists, experts, spaces), an 
online gallery and the organization of 
events.

The entire team was involved in mak-
ing Imageinair, spirit of the Caribbean 
respond to the public’s expectations, 
and with the generous contribution of 
a dozen speakers from the Caribbean 
or the United States, more than two 
hours of exchanges and discussions 
on Caribbean art were shared in a full 
hall.

Thus, in the order in which they ap-
peared, Yolanda Wood, Carlos Gara-
icoa, Dominique Berthet, Luz Séverino, 
Michel Rovelas, Arnaud Oliveux, Hervé 
Télémaque, Patrick Bongers, Elvis Fuen-
tes and Edouard Duval-Carrié expressed 
themselves regarding the different fac-
ets of contemporary Caribbean art, its 
realities, triumphs and difficulties in 
penetrating the international market. 
Our speakers reported on the public 
and private initiatives existing today in 
favor of art in the region, which makes 

it possible to reflect on the relation 
that professionals from the world of art 
maintain with Caribbean art.

The table opened with an introduc-
tion by Fred Constant, ambassador in 
charge of regional cooperation in the 
Caribbean. As he recalled, “we had to 
wait until the 39th issue of FIAC to launch 
an Internet portal on contemporary Ca-
ribbean art in that symbolical place and 
organize a round table on the artistic 
production of the Caribbean”. He men-
tioned the importance of contributing 
to unite, even if only virtually, the art-
ists from the Caribbean; of profession-
alizing the “operators” of contemporary 
Caribbean art to link the works with the 
art market and communication means; 
of sensitizing the international actors 
with Caribbean art beyond stereotypes, 
as well as to contribute to grant more 
weight to the art critique in the Carib-
bean.

Yolanda Wood, Cuban historian and art 
critic, specialist in Caribbean art, pre-
sented a brief historical outlook on im-
age construction in Caribbean art, and 
cast light on the grounds of that artistic 

creation. “First it is necessary to think 
of the Caribbean space. We are talking 
about islands, about a fragmented ter-
ritory of which the continental coast 
is also part. A coast that is ever more 
thinking of belonging to the Caribbe-
an”, creating a strong relation between 
its artistic creations. She insisted on the 
fact that the Caribbean space extends 
to the great continents, with very im-
portant diaspora of artists who think 
of the Caribbean from outside. She re-
called that it is a network with mem-
bership problems and linguistic and reli-
gious fragmentation, but whose legacy, 
which dates back to colonization times, 
is part of the contemporary Caribbean 
reality. One of the basic essentials of 
the region’s artistic expression was “to 
create an image of its own, to get rid of 
European models, because the possibil-
ity was given to found an image” and to 
change the sensibility. To the question 
of what are the most important trends 
of that art Yolanda Wood answered: 
“All. There is no dominant trend, there is 
no cliché. It is rich, as rich as the Carib-
bean region, which is a region in which 
the world meets”. The artists had to ap-
propriate a visual expression and must 



continue to overcome stereotypes. 
Their challenge is to reach internation-
al level, regardless of the fact that the 
easy and reduced vision of many may 
not correspond to Caribbean art, an art 
that develops a critical vision of its own 
identity. “There is no Caribbean aesthet-
ics reduced to superficial elements; it is 
deeper, anthropological, intercultural, 
almost archaeological, because the art-

ists have re-written the Caribbean his-
tory. The artists will be of great help in 
rediscovering the existing reality before 
colonization, the times history books 
presented as ‘before we arrived there 
was nothing’, when we all know it’s not 
true. A hidden, discriminated reality 
that comes to light. It’s a strong aes-
thetics, emancipative and liberator of 
ideas.”

still linked to Cuba. [...] It is the place 
where I most like to exhibit. I do not 
need to explain anything; people im-
mediately understand what I want to 
say.” To Carlos Garaicoa it is “a chal-
lenge to speak a language, to have 
people understand you in your art; 
we should analyze who the meeting 
takes place with the references that 
each one of us has”.

Next, Carlos Garaicoa presented his 
life as an artist, insisting on how a 
large number of artists from the re-
gion “continue exorcizing those prob-
lems; we struggle against ghosts 
surrounding us”. Many artists do not 
consider themselves Caribbean in-
dividuals, but belonging to a more 
global framework. In spite of it, he un-
derlined a contradiction: “My work is 

Thomas Troadec / Moderador mesa redonda Claude Grunitzky Thomas Troadec / Conclusión realizada por la fundadora ClaireRicher. En la escena Elvis 
Fuentes, Arnaud Oliveux, Herve Telemaque, Patrick Bongers y Edouard Duval Carrie



From a theoretical and historical 
point of view, Dominique Berthet, re-
searcher and professor of aesthetics 
at the University of Antilles-Guyane in 
Martinique, also participated, sharing 
Yolanda Wood’s trend of thought, to 
explain with further details the emer-
gence of aesthetic ideas and of the vi-
sual image produced and explored by 
the artists from Martinique and Gua-
deloupe. He analyzed the differences 
and resemblances between those is-
lands, both between them and with 
the rest of the Caribbean (legacy, 
memories and relationship to the me-
tropolis concerning the colonization; 
relevance of the European model...) 
What marks the difference with the 
region in the visual history of Marti-
nique and Guadeloupe is the political 
dimension, since they are two French 
departments and not independent 
countries. Going back to the 1950’s he 
made an attempt to present a history 
of the artistic creation of both islands, 
unfortunately without covering too 
many contemporary works. “There is 
no common aesthetics, like Yolanda 
said, but there are similar concerns, 
such as creating a new, specific art 

to be distinguished from European 
art”. His speech connected to those by 
artists Michel Rovelas (Guadeloupe) 
and Luz Séverino (Dominican Repub-
lic, living in Martinique), who stated 
their own difficulties, such as the oc-
casional isolation, the lack of perma-
nent representation of the works of 
the region in the international scene, 
the weak support by governments or 
institutions as well as the need of pa-
trons of the arts.

The second part of the round table fo-
cused more on the groups of problems 
of the art market and the form of creat-
ing a specific market. Patrick Bongers, 
director of Louis Carré & Cie Gallery, 
representing Haitian artist Hervé Télé-
maque or Cuban artist Kcho, spoke of 
the role of galleries in the promotion 
of artists. Hervé Télémaque himself 
added details to his testimony, telling 
about his own experience as an artist 
and his collaboration with that gal-
lery since 1994. Both of them insisted 
on how important it is for an artist 
to maintain his style without making 
concessions. Patrick Bongers added: 
“Not everything lies in being an emerg-

ing art that is sold with a very strong 
marketing, as in Asia, where artists 
were created from one day to another”. 
To him, commitment is the essential 
element of a good artist.

There followed Elvis Fuentes, an asso-
ciate curator at the Museo del Barrio, 
New York, and Edouard Duval-Carrié, 
Haitian artist and curator, who shared 
experiences about the mounting of 
two important exhibitions for Caribbe-
an art and debated on those initiatives. 
Elvis Fuentes spoke of Caribbean Cross-
roads of the World, presented in three 
New York museums after ten years’ 
research, and Edouard Duval-Carrié in-
formed on the initiative The Global Ca-
ribbean, consisting of five exhibitions, 
the fourth of which just opened in 
Miami dedicated to artists from Mar-
tinique, Guadeloupe and French Guy-
ana. He was the initiator of the sample 
Haiti, Kingdom of This World, at the first 
Haitian pavilion in the Venice Biennial 
in its 51st edition (2011). Edouard Duval-
Carrié did not fail to recall “the diversity 
of visions, techniques and complexity 
of the region”.

Finally, appraiser Arnaud Oliveux, who 
works for Artcurial, used the example of 
Indian and Asian art to mention some 
elements required to launch a market 
internationally: creation of a solid na-
tional market, support of the diaspora, 
promotional work in the galleries, pro-
fessional promotion tools.

That outlook clearly described the 
wealth of art in the region by means 
of presentations and interventions 
on different, complementary themes, 
though much too general. The need 
to foster research on Caribbean art, 
disseminate the words of experts and 
critics and increase the scope of Carib-
bean artists to the international scene 
was recalled by all the speakers. The 
conference, organized by Uprising Art, 
opened a space of discussion that, by 
the way, did not end with the confer-
ence, but should be continued in order 
to show the importance of celebrating 
international theoretical events that 
may contribute to disseminate con-
temporary Caribbean art. 



Charles Apanon / Intervención de Dominique Berthet. 
En la escena Luz Severino, Michel Rovelas, HerveTelemaque, Yolanda Wood y Carlos Garaicoa



To the memory of his father and sisters

What a small part of a person his acts and words are! His real life is in his head, and only he knows it. 
The whole day, each day, the mill of his brain is working, and his thoughts (that are nothing but the 

articulation of his feelings) are his history.
Mark Twain

Girona,
my friend who paints and writes*

Norberto Codina
 (Cuba) Writer and Director of 

La Gaceta de Cuba magazine





In the second half of the paradigmatic eighties of 
Cuban plastic arts, Raúl Martínez and Girona were 
among the very few established artists who escaped 
the incendiary torches of the new promotions, and 
consequent with their spirit and their time, were wide-
ly acknowledged for their demystifying discourse.

Already in those days, as if in a second youth, Julito 
was timidly making himself known as a writer in the 
aspects of chronicler, story-teller and poet.1 Untir-
ing chatterer, with a syntax when speaking that very 
much resembled the one of his later writings, pas-
sionate in everything he did, his process of splitting 
his activity as a writer was something as natural and 
transparent as were his prose and his verse, which di-
alogued with his painting.

As in the French 17th century, when a group of poets 
created a secret society that spread materials de-
fending the most liberal theses, in the town of Gua-
canayabo Julito, in his childhood, was surrounded 
by a group of bohemian intellectuals, friends of his 

1 After reading this text his daughters Ilse and Annie Giro-
na clarified some points: “We don’t know exactly in what 
year my father began to write his poems […]. Anyway, we 
are reasonably sure that it was after starting to write his 
war chronicles. His first book of poems, Música barroca, was 
published in 1992. We have the impression that he began 
to write poems in the late eighties.”

father and like him, of radical ideas, that adopted 
the shameless and amusing name of “The Perfumed 
Scoundrels”. The “storytelling and forwardness” fame 
enjoyed by the people of Manzanillo comes from an 
old stock, much prior even to Luis Felipe Rodríguez, 
already from the times of the family wakefulness 
around the oil lamp, awaiting –according to Leza-
ma– “the silence of dawn in Manzanillo, after having 
listened until midnight to the big Borbolla organs 
that nourished the grandparents’ saga until the pres-
ent generations. Girona was a narrator of that race, 
who forged his craft in the many stories heard and 
told, an alchemy he presented with healthy pride in 
the half a dozen books of stories and poems he pub-
lished in his brief life as a writer, but long as main ac-
tor of his stories in which he was reinvented by the 
sovereignty of the characters.

It was in 1989 when, on the occasion of César Vallejo’s 
centennial, I published in La Gaceta de Cuba a beautiful 
chronicle and a very peculiar portrait of the immortal 
Indian. It was an evocation of the mythical Paris and 
of the author of Trilce in the hard times in which the Pe-
ruvian wrote heartbreakingly to his friend Pablo Abril: 
“I am not a bohemian: poverty hurts me very much, 
and it’s no feast for me, as it is for others”. We included 
this tribute in a brief dossier prepared in collaboration 
with the unforgettable Raúl Hernández Novás. The 
chronicle –where he tells know he met other writers 
and artists, among them Anaïs Nin– was later includ-

ed by Girona in one of his first books,32 and a copy of 
that drawing by the poet, where Vallejo was already a 
shadow, hangs on the wall of my work room.

Since the publication of that chronicle his identifica-
tion with La Gaceta grew, as occasional collaborator or 
faithful reader, until his last days. His works appeared 
twice on the cover: in number 6/1995 and 1/99, when 
he received the National Prize of Plastic Arts. That is-
sue included an essay by Carmen Paula Bermúdez on 
one of the zones of his career as an artist that I consid-
er most attractive: the drawings and notes on charac-
ters he met during World War II.

Likewise, his chronicle “Ilse y el Che” (Ilse and Che), 
which we published in 1997 and was later included in 
his book Café frente al mar (Coffee Facing the Sea), and 
in “1934”, in the section “Siglo pasado” (Last Century), 
was an evocation of the first trip he made to Paris, a 
fundamental experience for him (which may be clearly 
deducted from the chapter he dedicates to it in Memo-
rias sin título (Nameless Memoires), his second book, 
published in 1994. In an act of justice and friendship 
I dedicated to him the compilation of the chronicles 
of that section in the book of the same name (Siglo 
pasado), and in it I recalled him as “actor and witness 
of the 20th century” that he represented among us like 

2 Memoria sin título, p. 72.



few. As far as I know, “1934” was the only text that was 
not included in his later books, not even in the two re-
cent volumes that contain “almost all” his known nar-
rative, as its editor wisely states.

Of his facet as a writer I remember sharing the reading 
of his drafts, which he corrected with his peculiar cal-
ligraphy; or having been part of the jury that, in 1990, 
from the first meeting unanimously granted the prize 
of the critics to his book Seis horas y más (Six Hours 
and More), consisting of reports of his experiences of 
World War II; or having presented, in complicity with 
a group of writers from Manzanillo, his volume Café 
frente al mar, stories and reports that –like he himself 
wrote– “some I invented, like when I paint women 
who do not exist”.

It is on the first page of that book where a facsimile 
manuscript appears with the unmistakable calligra-
phy of Julito, who interacted in the correction of his 
writings or with his drawings and paintings, in which 
he states what was to become his genesis in the writ-
er’s craft:

“These stories and reports recall the after dinner con-
versations and the evening gatherings in rocking 
chairs and chairs on the sidewalk of my hometown, 
where, among other things, the subjects were brides, 
marriages, illnesses, deaths, spirits and ghosts. They 
remind me of the chats in El Lucero café with Nicolás 





Guillén, Lino Novás Calvo, Félix Pita Rodríguez, Ángel 
Augier and Navarro Luna […].

As a result of the friendship we developed, I still keep 
the original nib drawing (as something curious, un-
signed) of what was going to be the cover of a book 
by him to be published by Ediciones Unión, at a time 
when the narrative section was in charge of a com-
mon friend, the ineffable Gustavo Eguren. For dif-
ferent reasons that volume, entitled like one of his 
stories “El retorno de Arindo Aranda” (The Return of 
Arindo Aranda),4 3was never published. A project frus-
trated twenty years ago, but which was to become a 
reality, with a new title, in a later edition.

II

The debate as to how far writing was an ancillary ex-
perience in his creation is something the author him-
self could not avoid entering into, and it has been a 
constant element in the interviews made to him or in 
the essays dedicated to his art career. In an interview 
from December 2002 –his last– published in the post-
humous book Páginas de mi diario (Pages from my Di-
ary), he confesses to his editor, Dulce María Sotolon-
go, the impossibility of writing by hand, like he many 

3 This story opens the volume Café frente al mar (2000), and is 
reproduced in Páginas de mi diario, (2005).



times chose to, due to the arthritis,54 and the need to 
dedicate himself only to painting. However, he could 
not resist the temptation to use a typewriter, as evi-
denced by some unpublished poems.

“[…] yes, I’m painting, but I have bad news for you, I 
can no longer write; that makes me sad. I realized it 
six months ago. I can’t; see how the handwriting turns 
out. I tried several times to make what you requested 
me about Lam and I can’t. . […] I decided just to paint; 
at this height it no longer matters whether the line is 
straight or not. So I say farewell to literature […].” 

In the biography she wrote of her father, Ilse Girona 
gives us a testimony of that literary vocation of the 
painter par excellence.

“My father was trained in the literary atmospheres of 
his hometown, Manzanillo. His father was a solici-
tor, but he was also a member of the Literary Group 

4 About the impossibility of writing in his final days due 
to arthritis, Ilse commented to me: “In his last years, my 
father could not follow a straight line when he wrote. The 
letters he made were very small and went up diagonally 
from left to right. This is to be seen, sadly, on page 9 of 
Páginas de mi diario. Once, at my aunts’, we started practicing 
letters in straight lines. I thought it was a brain problem. 
I did not think of arthritis. Perhaps you’re right. I don’t 
know”.



of Manzanillo, which emerged with a close link to the 
magazine Orto. Young Julio is, apparently, a dreadful 
pupil. He doesn’t like mathematics and doesn’t care 
about learning to read and write. He has always liked 
drawing. […]. His father […] despairs of his son’s lack 
of interest at school. “Alright –he tells him. You shall 
be a painter. But you shall be an ignorant painter”. […] 
Since 1990, encouraged by the reception of Seis horas y 
más he also dedicates himself to writing. He puts into 
writing many episodes of his vast repertoire of memo-
ries […]. He begins to write poems that are born from 
his paintings; first with scattered words –“spring”, “af-
ternoon”, “night”, “morning”–; then, one day, he paints 
a complete phrase. “Moving her arms like a spider, 
she takes off her clothes”. From that moment on, also 
encouraged by his Cuban poet friends, he writes a 
stream of poems. They are published in Música barroca 
(Baroque Music) and later in La corbata roja (The Red 
Tie). His verses are fragments of images or memories 
that have much in common with his paintings. In fact, 
according to critic Orlando Hernández, Girona’s work 
contributes to the “confusion” that should exist be-
tween painting and poetry.

An example of the above is his book Dibujos de la Segun-
da Guerra Mundial. 1943-1946 (Drawings from World War 
II. 1943-1946), published by “Pablo de la Torriente Brau” 
Publishing House. He declares the same thing in his 
own texts, an example of it being the excerpts from 
these two unpublished poems: “On the pillow/I write 



my letter/I write my poems/I paint my paintings/and 
I think of women”. In one that he called “Mi retiro” (My 
Retreat) he writes this sort of last will: “Sometimes/I 
think of quitting painting/quitting the poems/and the 
stories./I want to watch the birds and my garden,/
read, listen to music,/with bread, wine,/cheese from 
France/ and a pretty woman”. An idyllic retreat any-
one would gladly share that reveals his soft hedonistic 
spirit, if not as purpose, indeed as principle.

In 1944, when his first daughter, Annie, is born, he 
collaborates from the war front, where he had vol-
unteered, with the newspaper Hoy and the magazine 
Gaceta del Caribe (to which the present one owes its 
name). The first of his chronicles about the war, en-
titled “Amigos en el 555” (Friends in the 555) was pub-
lished with illustrations in the November/December 
1944 issue.

His editor was to narrate some of his frustrations 
from those initial attempts: “I wrote my first story, “El 
teniente O’Farril” (Lieutenant O’Farril) and took it to 
Bohemia; they returned it to me and that discouraged 
me; the hero was an American official. Then I showed 
it to a professional man of letters and he said it was 
too direct. I put it in a drawer and it remained so for 
eight months. One day I thought: there are people 
who like my painting and others who don’t, so I’m go-
ing to keep moving on.”

Among the artists and writers who for diverse rea-
sons had migrated before 1959 and did not cease to be 
in the media in their native country are music figures 
like Vicentico Valdés and Pérez Prado, musical ambas-
sadors, or those who never failed to visit their country, 
like Agustín Cárdenas, Wifredo Lam, José Juan Arrom 
or Ninón Sevilla, and among them, with a constant 
presence in the Island, is the very dear and universal 
Julio Girona, from Manzanillo.

Already in 1959 he sent a letter to Lunes de Revolución un-
der the pseudonym of Juan Man, which was published 
with a title that clearly shows its content: “La carta de 
un cubano en el norte revuelto y brutal” (The letter of 
a Cuban in the chaotic and brutal North”. A text that is 
consequent with his relationship of love and critique to 
the country he lived in and served, and which he knew 
so well for more than six decades. An artist who was a 
militant in his aesthetics and in his ideology, a son of 
a communist, with sisters who were decidedly revo-
lutionary, and himself an anti-Fascist combatant, de-
fender of every just cause, his revolutionary trace was 
something organic in Julio, and so was his liberal char-
acter, distant from any dogma or orthodoxy.

His painting exhibitions could have been made by some 
of his writer friends like Félix Pita Rodríguez and Pablo 
Armando Fernández, or by Juan Marinello, who more 
than once expressed to him his wish to write the words 
to any of his shows. Fayad Jamis presented the 1986 ret-

rospective at the Museum of Fine Arts, one of his most 
important shows. Those same exhibitions had titles 
associated to his activity as a writer: “Calligraphies” or 
“Testimony”. The interrelation65 of the motifs, man-
ners, models (whether a woman or a soldier) between 
his painting, his drawing and his writing, is pending an 
analysis beyond the lightness of this commentary. Rig-
orous critics like Orlando Hernández have pointed in 
that direction. I quote in full another evocation of his 
daughter Ilse Girona, the Nené of some of his stories, 
which approaches us to his intimate genesis as a writer:

“My father was a good chatterer. He had a repertoire 
of stories that began with his childhood and contin-
ued along all the periods of his life. He made us laugh 
and ask ourselves if what he said could have been true. 
We never knew. If it was someone else who talked, he 
listened attentively, waiting to hear the ingredients of 
a good narrative. “Oh, that is a story!”, he comment-
ed when he liked it. He loved to tell the stories of the 

5 “I see acontinuity between his passion, when he was a 
boy, for silent movies with their subtitles, his very pre-
cocious career as a caricaturist, his first job in New York 
as political draftsman for the newspaper La Voz, and then 
his work, throughout decades, translating and writing 
the texts of comic strips to earn a living. When you add to 
this his taste for the pen and writing, it does not surprise 
that one day words penetrated his canvases or that he even 
started writing “poems”. Commented by Ilse Girona.



films he had seen, sometimes with such great detail 
that you feared his version might last more than the 
movie itself. This liking for stories naturally ended in 
his late career as writer and poet.

He was also a narrator of historical events. Although 
he never could recall the names, dates, locations, 
numbers of daily life, he had an extraordinary memory 
when narrating the history of Cuba, Latin America or 
Europe. It was not unusual, at breakfast, to be accom-
panied by a report on the accusations made by Bar-
tolomé de Las Casas or by a report on the last battles 
of the Spanish-American war.

Given his love for conversation, it is surprising that my 
father, a life-long painter, seldom spoke about art. “I 
have difficulties in speaking about painting”, he once 
said in an interview.76 Indeed, my father was a silent 
painter. […] With naturalness he transformed his admi-
ration into another repertoire of stories. When I went 
to Paris to study painting he sent me letters full of anec-
dotes on the artists that I was to learn about and love.

In an unpublished poem: “Yo pinto y escribo” (I Paint and 
Write) he tells about that ambivalence: “I paint and write 
/ They are two different things / One writes to make the 

6 Ana Suárez Díaz, “Andar y desandar hacia la verdad” (Back 
and Forth toward the Truth), Revolución y Cultura 1/97, p. 39.



reader / do his part. / I speak of a woman / and each one 
imagines her / in his own way./ Painting is different./ 
Each stroke/ is like a caress/ to a beautiful/ woman”.

His training process as a writer, his evolution concern-
ing the ripeness of the style and narrative techniques, 
reveal him, though late for the public, in full season-
ing. His first book was not in the least the failed at-
tempt of a beginner in narrative. With well outlined 
figures and timely references, the simplicity of his pre-
sentation exploited the plot without an affected style. 
Each story or chronicle attempts to refer an anecdote 
in which most of the time the leading figure is the au-
thor or other characters near him. Beyond any pos-
sible excess, the search of an adequate narrative voice 
in the first person will predominate, capable of com-
municating the intimacy of characters that are often 
found in the world that is familiar to us. Humor, imag-
ination and hope, daily lives and naïvely adventurer 
spirits, eternally in love with a diversity of women and 
places that marked his life.

Each one of these chronicles contains elements that 
shine with different brilliance, which are patrimony of 
testimonial literature. There is, in fragmented form, 
his autobiography, since Julito did not want to leave 
much undone for possible biographers, perhaps re-
membering what Henry James said that they are 
nothing but “post mortem exploiters”. 

His writings, having been publicized in his advanced 
and vital “third age”, have the mark of the own life 
story, become the extension of his whole activity as a 
man and of his creation as a painter; features that, in 
a very heterodox way approach him to what English 
academic William Taylor baptized as “autobiography” 
two centuries earlier.

In the above-mentioned interview “Conversación sin tí-
tulo con Julio Girona” (Untitled Conversation with Julio 
Girona), published in La Gaceta de Cuba, November-De-
cember 1995, Ciro Bianchi Ross leads him inquisitively 
toward several answers related with the so much de-
bated painter-writer dichotomy, in which the inter-
viewee speaks of himself too severely or modestly:

“And what do you want? I am a painter. I see them in 
that way and in no other. I am a plastic artist who be-
gan to write at the age of 70. I decided to do it the day 
when I started thinking that there are painters who 
never went to the academy and yet achieve wonderful 
things in their canvases. Then I, with no previous train-
ing, could be writing a book. That’s how Seis horas y más 
(Six Hours and More) was born. Luckily it received good 
reviews, it won the Prize of the Critics and, what’s more 
important, people liked it. The reader identifies himself 
with the characters that wander about in its pages, 
perhaps for the same reason I mentioned at the open-
ing of Memorias sin título: I have seen characters similar 
to those of these stories in the literature of other lands. 

It is because they are universal men and women. [...] I 
told the story of my life, and if something was left out of 
my book that is nostalgia. I share my living experiences, 
but do not assign myself the role of hero nor do I write 
under the sign of melancholy. […] Painter, of course a 
painter. I shall always be a painter, although I write. I 
have always painted in the afternoons, because of the 
light. In the mornings I wrote the texts of the comic 
strips or took care of my garden. Now I write. When I 
receive a phone call around 12 noon I am forced to ask 
if the person calling me wishes to speak to the writer 
or the painter, because at that time I change from one 
activity to the other.”

I do not think, like someone wrote, that in Julio the 
literary practice was his “Ingres’ violin”. It could have 
been at some moment, but the writer’s seed was al-
ways in him, and became stronger until becoming a 
second way of expressing himself artistically, follow-
ing of course drawing and painting. Such is the case 
of other Cuban artists like Marcelo Pogolotti or Car-
los Enríquez. In Girona’s case, in addition to the (ap-
parently naïf) craft evidenced and the good reception 
among his readers, are the almost six hundred pages 
in prose published, two books and a plaquette of po-
etry publicized plus dozens of unpublished poems and 
a large collection of letters that await dissemination.

Essayist and professor Denia García Ronda, in her 
prologue to De la voz a la letra (From the Voice to the 



Letter), a two-volume compilation of Girona’s stories 
recently published by the “Pablo de la Torriente Brau” 
Cultural Center, when acknowledging “the taste for 
telling” present throughout the author’s entire work, 
appraises him beyond any academic stereotype.

Therefore, when broaching Julio Girona’s stories one 
should not be armed with narrative categories and 
stylist scalpels, but regard them as the transcription of 
his story-telling ability, and thank him for having put in 
writing those testimonies, those memories, those liv-
ing experiences that otherwise would have been lost 
[…]. The reader’s impression is that he is listening to “his 
stories”, as if indeed he were participating in those after 
dinner colloquiums so much liked by the author.

As the writer of the prologue well states, his condition 
of narrator per se, seasoned with the sense of humor 
and the use of the small details of daily events with 
which he knows how to season his writing, grant him 
the resources for a kind of “fragmented autobiogra-
phy”, at times expressed in linear form, others in re-
iteration or in roundabout manner, but which always 
leaves us wishing that we could go on reading, keep 
“listening”. All in a style characterized more by the sim-
plicity that is proper of North American writers who 
were so familiar to him, some of which belonged to 
his same social circle or were acquainted to him, than 
by the baroque style sometimes common to the writ-
ers in our language.

As an End?

I conserve a handwritten note by his daughter Ilse – 
dated December 28, 2002 – where she asks me that, 
on behalf of the family, I read at the grave of the re-
cently deceased friend one of his unpublished sto-
ries, whose original manuscript would have only one 
change: the phrase “this afternoon” would be replaced 
by “this morning”. That story, which he wrote with the 
Cuban wit that characterized him, was surely con-
ceived by the author (like his admired Villena years be-
fore, in the “Canción del sainete póstumo” (Song of the 
Posthumous Farce) reflecting his joy of living, like he 
always did, mocking everything, and in the first place 
himself, when imagining the hypothetical day of his 
death.

That text was to be published the following day in the 
Sunday edition of the newspaper Juventud Rebelde, pre-
cisely on the day when Julito would have become 88 
years old. My brief words before reading those pages 
were the following: “At the request of the family, I am 
going to read an unpublished text by Julio; a wink, one 
more gesture of the many he leaves us as legacy. It is 
entitled ‘The Burial of a Painter’”.

Girona had died on the 24th, and his family postponed 
the wake and burial until the arrival of his daughter 
Annie (Nené was already in Havana) and of his grand-
daughters Laura and Ellen, coming from Boston. On 

the 26th, Ilse discovers that her father’s typewriter still 
had a sheet of paper on it, and she decides to draw it 
out. That sheet of paper containing this last poem he 
entitled “El Viento” (The Wind) is premonitory, a trace 
of the whims of fate that also left a mark in many of 
his characters:

I found
your message from the hospital
the last one that you wrote me

before you died.
A gust 

of wind
sent your book to the floor

and carried away your message.
I comfort myself

thinking that
there will be no wind

to carry away
the memory

that I keep forever
of you.

El Vedado, March 2011  



I n g a l l e r y

graphic designer. He is dedicated to play and work with letters 

and images, sometimes on commission and others just for fun. Alejandro
Magallanes

Mexico City, 1971 up to the present he has written seven books and drawn, paint-

ed, structured and designed many other books, posters, anima-

tion, collages, photos, letters and images. He does not share 

the opinion that one image is worth more than one thousand 

words, since “one thousand combined words create approxi-

mately six million images (just to mention a figure)”. He thinks 

that “if an image becomes unforgettable in your memory you 

will not be able to define with words the emotion it causes you”.  



Video art is linked to the history and evolution of the visual arts, and, as part of it, 
to its conceptual aspect, which is the text where it emerges. Since the mid 1960’s, 
installations with projections contributed to the creation of other languages in 
art and transformed the notion of art existing until that time; they created a new 
optical perception that brought together video, films, slides, performances, draw-
ing, holography and the participation of the spectator to explore new ideas in the 
physical and psychological space.1

In general, video art appeared in our continent almost one decade later and had 
very varied developments, since in some countries like Brazil, with an outstanding 
process in experimental movies as direct antecedent in audiovisuals, the initial re-
sults were revealed in 1974 when a new generation of Brazilian artists was invited 
to participate in an exhibition in Philadelphia, United States.

A year later a group of artists from Rio de Janeiro received the first Portapack 
camera from the United States, and Sonia Andrade, Fernando Cocchiarale, 
Ana Bella Geiger and Ivens Machado began to work with it, followed by Paulo 
Herkenhoff, Leticia Parente and Miriam Danowski, who headed the generation 
of Brazilian artists that were pioneers of Brazilian video art. On the other hand, 
in São Paulo the first works began in 1976 under the auspices of the Museum of 
Contemporary Art (MCA), an institution directed by Walter Zanini, an enthusi-
ast of video art, who put a complete Portapack equipment at the disposal of 
the artists from the city and urged them to become familiar and experiment 

1 Thomas zummer refers to this in the introduction to the book “Into the Light. The Pro-
jected Image in American Art, 1964-1977”, by Chrissie Illes, 2001.

Luisa Marisy
(Cuba) Art critic
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with this technology, which generated a new wave of creators involved in the 
creation of video art.2

In both cases they were plastic artists interested in looking for more dynamic re-
sources to express ideas and expand their works toward new media, leaving us 
works of extraordinary power like Marca registrada (Trademark), by Leticia Parente, 
a disturbing performance filmed only in close ups, in which the artist “embroiders” 
the phrase Made in Brazil on the sole of her foot.

The continuity of this process, deeply rooted in the context of Brazilian visual arts, 
came shortly after, and toward the opening of the 1980’s and later in the 1990’s 
it nourished from generations who received the unquestionable impulse of video 
festivals like Videobrasil, which after more than twenty years of existence is one of 
the most significant and important events for that type of production in the re-
gion. It has a competitive section, different non-contesting exhibitions, theoreti-
cal events, a Web site with information on the different editions and great prestige 
as platform for the promotion, dissemination and development of video art in the 
region.

In 2000, the International Festival of Electronic Language (FILE by its Portuguese 
acronym) was also created in Brazil, a cultural, non-profit organization whose 
main purpose is to “promote, stimulate and spread the national and international 
production of digital culture”, and has a permanent space in the Internet where 

2 See Arlindo Machado (2007): “As línhas de força do vídeo brasileiro, in Made in Brasil. 
Três décadas do vídeo brasileiro”. Itaú Cultural. Edit. Iluminarias Ltda. São Paulo, Brazil. 
Artists like Regina Silveira, Julio Plaza, Carmela Gross, Donato Ferrari, Gabriel Borba, 
Marcello Nitsche, Gastao de Maglhaes and Geraldo Anhaia appear in this group.



the texts and works resulting from each edition may be consulted.3 However, in 
the large majority of Latin American countries, the first video experiments began 
in the late 1980’s or early 1990’s, almost always linked to international shows or 
festivals that acted as catalysts of these development processes.

In Colombia, the first video art show took place in 1976 at the Colombian-American 
Center of Bogotá with the exhibition of works by relevant artists from the United 
States like Vito Acconci, Bill Viola, Bruce Nauman, John Baldessari, Andy Warhol 
and Korean Nam June Paik, an unquestionable pioneer of the genre.

Two years later the Museum of Modern Art of Bogotá (MAM by its Spanish acro-
nym) included the works by Sandra I. Llanos and Rodrigo Castaño in Salón Atenas 
(Athens Hall), which created an interesting precedent since they were the first 
video art works exhibited in a museum in the country. Both artists, who had been 
educated abroad, exhibited mainly outside Colombia because in those days there 
was no video art training in schools or universities.

In the early 1980’s, video art continued to be a practically unknown phenom-
enon in the Colombian art context, where Gilles Charalambos was starting to 
experiment almost in solitary. His name is closely linked to the history of video 
art in Colombia, not only as creator, but also as promoter, critic and curator. 
It was due to his efforts that the Web page Historia del Videoarte en Colombia 
(History of Video Art in Colombia) was created, which for many years was the 
most complete collection of texts on the development of video in that Andean 
country.

3 Festival Internacional de Linguagem Electrônica. Comunicacôes digitais–linguagem 2. 
FILE. Inter. Rede de computadores www.file.org.br. Coordinator: Ricardo Barreto.

Brazilian professor, researcher and art critic Arlindo Machado regards Gilles Ch-
aralambos’s work as “one of the most radical and free of concessions in all Latin 
America”. They are almost totally constructed with “noises, distortions, graphs and 
rhythmic impulses, with predominance of non-figurative images and constant ref-
erences to television and themes of contemporary sciences”.4 They broach aspects 
that also disturb other artists at world level in present times of electronic and digi-
tal bombardment, but which Charalambos began to handle since the 1970’s.

Some Colombian creators like Rodrigo Castaño and Oscar Monsalve (who worked 
with super 8) were selected in 1982, together with Gilles Charalambos, by Barbara 
London, a video art curator from the Museum of Modern Art of New York (MOMA) 
to be part of a Latin American video art sample exhibited at the Museum, and 
since then became part of its permanent collection. Again the time-worn subject 
of the foreign “discovery”. Video graphic production was still not consolidated in 
the national space and serious confusion existed regarding this means of creation, 
and works by these pioneers were already being exhibited in North America that, 
however, had not received just acknowledgment in their own country.

Starting in 1983, some courses and workshops on the appraisal of video as means 
of creation were held in different teaching institutions, thus enabling a better edu-
cation of the new generations of artists, among which stand out María Fernanda 
Cardoso, Margarita Becerra, Carlos Gómez, Javier Cruz and Claudia Múnera, in 
addition to José Alejandro Restrepo, who has dedicated himself systematically to 
working with video and has obtained important national prizes and scholarships 
of creation based on his audiovisual work.

4 Gilles Charalambos, seen by Brazilian professor and researcher Arlindo Machado. Pre-
sentation text “Voces y luces de un continente desconocido” (Voices and Lights of an Un-
known Continent), for the exhibition Visionarios (Visionaries), organized by Instituto Itaú 
Cultural de São Paulo, Brazil, 2008-2010.



One of the most important video art events held in Colombia and possibly in Latin 
American (which implied an impulse to the production of Colombian video art) 
was the First International Video Art Biennial of the Museum of Modern Art of Me-
dellín (MAMM by its Spanish acronym), held in 1986 with participation of twelve 
countries and over 200 works. This event included a retrospective of international 
video art, representative works of its latest trends, and workshops and conferenc-
es by relevant specialists who convoked national artists for the accomplishment 
of collective works.

Other salons and biennials celebrated afterwards continued to create spaces 
for the appraisal of video art in Colombia, although it should be underlined that 
they focused mainly in cities like Bogotá and Medellín. The French-Latin Amer-
ican Video Art Festival, of continental importance, was first held in Bogotá in 
1992, contributing decisively to the development of a steady platform for the pro-
duction, promotion and dissemination of Colombian video art at regional and 
international level.

With the purpose of favoring the dialogue and exchange of information among 
the countries of the region, one of the curators of the French-Latin American 
Video Art Festival in Colombia, Marta Lucía Vélez, together with Carolina Zu-
luaga and Jairo Aníbal Márquez, created the page www.ladiferencia.org, which 
operates as online documentation center. There we may find ample information 
on the history of video art in Colombia and make advanced searches on specific 
video art and electronic art terms in Colombia and countries of Latin America. 
Experiences such as this one (achieved thanks to the collaboration of the Minis-
try of Culture and the French Embassy, would contribute to a great extent to the 
flow of information and better knowledge of the Latin American audiovisual in 
countries of the region. 

JOSé ALEJANDRO RESTREPO
Made in Brasil / 1975 / Porta-pack 1/2 pulgada
10 minutos, 30 segundos / Cámara: Jom Tob Azulay
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